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PREFACE 


TO  present  the  contents  of  the  Standard  Concert  Guide 
and  Standard  Concert  Repertory  in  more  compact 
and  convenient  form,  the  two  volumes  are  here  united.  The 
original  matter  has  been  somewhat  condensed,  and  some  of 
it,  which  has  become  obsolete,  has  been  eliminated,  so  as  to 
admit  the  insertion  of  new  matter,  thus  bringing  the  volume 
down  to  date,  and  at  the  same  time  presenting  it  in  such 
shape,  that  it  will  not  prove  cumbersome.  The  original 
volumes  were  published  nearly  a  quarter  of  a  century  ago. 
During  this  lapse  of  time  many  concert  numbers,  favorites 
in  their  day,  have  been  consigned  to  the  shelf,  or  are  so  infre¬ 
quently  heard,  that  they  can  no  longer  be  classed  as  “  stand¬ 
ard.”  Under  any  circumstances  it  is  difficult  to  select 
“  standard  ”  program  numbers,  but  the  author  hopes  that  in 
this  volume  the  concert-goer  will  find  those  he  will  be  likely 
to  hear  not  only  in  the  present  but  for  a  long  time  to  come. 
They  are  confined  to  compositions  for  orchestra  and  choral 
works  and  are  set  forth  in  a  brief  and  untechnical  manner, 
being  intended  only  for  the  layman  who  loves  music  and  is 
anxious  to  become  acquainted  with  the  style  and  contents  of 
the  works  he  hears.  It  is  difficult  in  some  cases  to  trace  the 
development  in  the  various  movements  of  symphonies,  espe¬ 
cially  of  those  which  have  no  program  attached,  without 
giving  the  notation  of  the  various  themes.  For  this  reason 
notation  has  been  presented  in  the  analysis  of  the  symphonies 
of  Beethoven,  Haydn  and  Mozart.  As  a  rule  also  the  length 
of  description  has  been  fixed  by  the  importance  of  the  work. 
A  sketch  of  the  various  orchestral  instruments  and  a  glossary 
of  terms  are  appended.  In  brief,  the  Standard  Concert 
Guide  has  been  prepared  to  answer  the  same  purpose  in 
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the  concert-room  as  that  met  by  the  Standard  Operas  in 
the  opera  house,  and  as  such  is  submitted  to  concert-goers, 
who  are  not  musicians  but  love  music,  with  the  hope  it  may 
be  of  use  to  them  and  add  to  their  enjoyment. 


Chicago,  1917. 


G.  P.  U. 
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ALFVEN 

1846-1905 

Symphony  No.  8  in  E  Major 

1.  Allegro  con  brio.  3.  Presto. 

2.  Andante.  4.  Allegro  con  brio. 

THE  Swedish  composer,  Hugo  Alfven,  wrote  three  sym¬ 
phonies  of  which  the  third  is  the  best  known  and  most 
frequently  performed.  Its  inner  meaning  is  best  told  in  the 
composer’s  own  words : 

“  My  symphony  No.  3  was  written  in  Italy.  It  is  a  paean  in 
praise  of  all  the  joys  of  life,  sunshine  and  the  joy  of  living.  The  last 
movement  is  imbued  with  an  intense  longing  for  home;  I  dreamed 
I  was  a  knight  in  a  far-off  land,  who  in  a  heedless  gallop  is  making 
for  home  —  a  wild  ride,  now  through  sunny  landscapes,  now  through 
dark  abysses  —  until  I  have  reached  the  goal  of  my  dreams.” 

The  opening  motive  of  the  first  movement  appears  at  once 
in  full  orchestra  and  after  its  statement  passage  work  con¬ 
nects  it  with  the  second  theme  also  in  full  orchestra.  A  sec¬ 
tion  of  it  follows  in  the  wood  winds  to  the  accompaniment  of 
strings  and  horns.  The  usual  exposition,  development  and 
recapitulation  close  the  movement. 

The  opening  theme  of  the  second  movement,  a  charming 
melody,  is  stated  in  the  wood  winds,  and  taken  up  later  in  the 
strings,  muted,  followed  by  a  new  subject  for  strings  and 
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wood  winds.  The  second  theme  is  announced  by  the  clarinet, 
followed  by  the  first  theme  in  the  wind  instruments.  After 
its  recapitulation  in  the  flutes,  the  first  theme  closes1  the 
movement. 

In  the  third  movement,  the  opening  theme  is  heard  in  the 
first  violins  and  after  development  is  followed  by  a  subject 
in  the  oboes  and  bassoons.  The  first  theme  recurs  followed 
by  the  subject  of  the  Trio  in  the  clarinets  and  horns  to  the 
pizzicato  accompaniment  of  the  strings.  Recapitulation  closes 
the  movement. 

The  final  movement  is  announced  by  the  trumpet,  followed 
by  a  passage  in  the  strings  with  one  section  of  it  in  the  first 
violins  against  the  basses  and  horns.  The  wind  instruments 
give  out  the  second  theme,  with  string  tremolo  accompaniment, 
reaching  a  climax.  After  a  new  passage  in  the  strings  and 
wood  winds,  exposition  and  recapitulation  occur  and  the  work 
comes  to  a  close  with  the  trumpet  call  which  opened  the  first 
movement.  The  composer  has  “  reached  the  goal  of  his 
dreams.” 


Rhapsody ,  Midsommarvaka 

Hugo  Alfven’s  Swedish  rhapsody,  “  Midsommarvaka  ” 
(“  Midsummer  Wakes  ”)  is  written  in  two  divisions,  Allegro 
moderato,  and  Allegro  con  brio.  The  opening  theme  of  the 
first  division  is  stated  by  the  clarinet  with  pizzicato  accom¬ 
paniment  in  the  strings.  The  flute  and  oboe,  and  next  the 
bassoon,  repeat  it,  and  it  disappears  at  last  in  the  strings. 
A  new  subject  follows  in  the  bassoons  and  horns  which  is 
developed  in  conjunction  with  the  opening  theme.  A  slow 
section  follows  in  which  the  English  horn  with  ’cello  accom¬ 
paniment  gives  out  a  new  theme,  repeated  by  the  horn  and 
strings.  A  fresh  theme  of  a  lively  character  appears  in  the 
strings,  which,  after  development,  is  followed  by  the  Allegro 
con  brio,  the  violins  announcing  the  subject  with  accompani¬ 
ment  of  basses  and  bassoons.  A  counter  theme  appears  in  the 
horns  and  again  in  muted  trumpet,  the  rhapsody  closing  with 
a  stirring  Coda. 


BACH 


1685-1750 

The  Saint  Matthew  Passion 

THE  St.  Matthew  Passion  is  written  in  two  parts,  be¬ 
tween  which  the  sermon  ihtervened  in  olden  times.  It 
includes  portions  of  chapters  xxvi  and  xxvii  of  the  Gospel 
according  to  St.  Matthew.  The  dramatis  personae  are  Jesus, 
Judas,  Peter,  Pilate,  the  Apostles,  and  the  People,  or  Turbce, 
and  the  narrative  is  interpreted  by  reflections  addressed 
to  Jesus,  forming  two  choruses  (“The  Daughter  of  Zion”) 
and  (“The  Faithful”).  They  are  sometimes  given  by  the 
chorus,  and  sometimes  by  single  voices.  The  chorales  are 
selected  from  those  which  were  in  common  use  in  the 
Lutheran  Church.  The  Gospel  text  is  in  recitative  form 
throughout,  the  part  of  the  Evangelist,  or  narrator,  being 
assigned  to  a  tenor  voice,  while  those  of  the  persons  inciden¬ 
tally  introduced  are  given  to  other  singers.  In  the  dialogue, 
wherever  the  words  of  Jesus  occur,  the  accompaniment  is 
furnished  by  a  string  quartet,  which  serves  to  distinguish  them 
from  the  others,  and  invests  them  with  a  peculiar  gentleness 
and  grace.  The  incidental  choruses,  sung  by  the  people  and 
the  Apostles,  are  short  and  vivacious  in  character,  many  of 
them  being  in  madrigal  form.  The  chorales,  fifteen  in  num¬ 
ber,  as  has  already  been  said,  were  taken  from  the  Lutheran 
service.  One  of  them,  which  Bach  also  liberally  used  in  his 
“  Christmas  Oratorio,”  beginning  “  Acknowledge  me,  my 
Keeper,”  appears  five  times  in  the  progress  of  the  work, 
forming  the  keynote  of  the  church  sentiment,  and  differently 
harmonized  on  each  occasion.  Another  (“  O  blessed  Jesus  ”) 
is  twice  used  —  once  where  the  Savior  announces  that  he  will 
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be  crucified  after  the  Feast  of  the  Passover,  and  again  in  the 
scene  at  Gethsemane.  The  whole  work  is  written  for  double 
chorus,  the  two  choruses  singing  the  harmony  of  the  chorales, 
accompanied  by  the  instruments,  while  the  congregation  sing 
the  tune  in  unison.  Each  chorus  has  its  own  orchestra  and 
its  own  organ  accompaniment.  The  double  orchestra  is  com¬ 
posed  of  oboes,  flutes,  and  stringed  instruments.  Drums  and 
brass  instruments  are  not  used,  the  sentiment  of  the  work,  in 
Bach’s  estimation,  not  being  fitted  for  them,  sweetness  and 
expressiveness  of  tone  rather  than  power  being  required. 

The  first  part  opens  with  a  reflection  sung  by  double  chorus 
(“  Come,  ye  Daughters,  weep  for  Anguish  ”),  the  first  exhort¬ 
ing  believers  to  weep  over  the  sinful  world,  the  second 
responding  with  brief  interrogations,  and  at  last  taking  part 
in  the  sorrowful  strains  of  the  first.  Interwoven  with  these 
is  an  independent  instrumental  melody,  the  whole  crowned 
with  a  chorale  sung  by  the  sopranos  (“  O  Lamb  of  God  all 
blameless!”),  followed  by  still  another  (“Say,  sweetest 
Jesus  ”),  which  reappears  in  other  parts  of  the  work  vari¬ 
ously  harmonized.  The  double  chorus  and  chorales  form  the 
introduction,  and  are  followed  by  recitative  and  a  chorale 
(“Thou  dear  Redeemer”)  and  a  pathetic  aria  for  contralto 
(“  Grief  and  Pain  ”),  relating  the  incident  of  the  woman 
anointing  the  feet  of  Jesus.  The  next  number  is  an  aria  for 
soprano  (“Only  bleed,  Thou  dearest  Heart”),  which  follows 
the  acceptance  by  Judas  of  the  thirty  pieces  of  silver,  and 
which  serves  to  intensify  the  grief  in  the  aria  preceding  it. 
The  scene  of  the  Last  Supper  ensues,  and  to  this  number  Bach 
has  given  a  character  of  sweetness  and  gentleness,  though  its 
coloring  is  sad.  As  the  disciples  ask  “  Lord,  is  it  I  ?  ”  another 
chorale  is  sung  (“ ’Tis  I!  my  Sins  betray  me”).  Recitative 
of  impressive  character,  conveying  the  divine  injunctions,  leads 
up  to  a  graceful  and  tender  aria  for  soprana  (“  Never  will 
my  Heart  refuse  Thee”),  one  of  the  simplest  and  clearest, 
and  yet  one  of  the  richest  and  most  expressive  melodies  ever 
conceived.  After  further  recitative  and  the  chorale  (“  I  will 
stay  here  beside  Thee”),  we  are  introduced  to  the  scene  in 
the  Garden  of  Gethsemane.  It  is  introduced  by  a  short  instru- 
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mental  prelude,  Zion,  represented  by  the  tenor  voice,  and  the 
Believers  by  the  chorus,  coming  in  after  a  few  bars  and  alter¬ 
nating  with  extraordinary  vocal  effect.  It  prepares  the  way 
for  the  two  great  movements  which  close  the  first  part,  an 
aria  for  soprano  and  alto  (“Alas!  my  Jesus  now  is  taken”) 
and  a  double  chorus  (“Ye  Lightnings,  ye  Thunders!”).  The 
two  solo  voices  join  in  a  lament  of  a  most  touching  nature, 
accompanied  by  the  chorus  exclaiming  in  short,  hurried 
phrases  (“Let  Him  go!  Hold!  Bind  Him  not!”),  until 
at  last  the  double  chorus  bursts  in  like  a  tempest,  accompa¬ 
nied  with  the  full  power  of  the  instruments,  expressing  the 
world’s  indignation  at  the  deed  which  is  to  be  committed. 
The  first  part  concludes  with  the  chorale  (“  O  Man,  bewail 
thy  great  Sin!”). 

The  second  part  opens  with  an  aria  for  contralto,  full  of 
the  deepest  feeling  (“Alas!  now  is  my  Jesus  gone”).  The 
trial  scene  before  Caiaphas  and  the  threefold  denial  of  Peter 
follow,  leading  up  to  the  expressive  aria  for  alto,  with  violin 
obligato  (“Oh,  pardon  me,  my  God!”).  The  work  now  rap¬ 
idly  progresses  to  its  beautiful  finale.  The  soprano  recitative 
in  response  to  Pilate’s  question  (“  He  hath  done  only  Good 
to  all”),  the  aria  for  soprano  (“From  Love  unbounded”), 
the  powerful  contralto  recitative  (“  Look  down,  O  God !  ”),  the 
chorale  (“  O  Head,  all  bruised  and  wounded!”),  the  contralto 
.aria  with  chorus  (“  Look  where  Jesus  beckoning  stands  ”), 
and  the  peaceful,  soothing  recitative  for  bass  (“At  Eventide, 
cool  Hour  of  Rest”)  are  the  principal  numbers  that  occur  as 
we  approach  the  last  sad  but  beautiful  double  chorus  of  the 
Apostles  (“Around  Thy  Tomb  here  sit  we  weeping”) — a 
close  as  peaceful  as  the  setting  sun;  for  the  tomb  is  but  the 
couch  on  which  Jesus  is  reposing,  and  the  music  dies  away 
in  a  slumber-song  of  most  exalted  beauty. 


The  Magnificat  in  D 

The  Magnificat  in  D  —  known  as  the  “  Great  Magnificat,” 
to  distinguish  it  from  the  smaller  —  is  considered  one  of  the 
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grandest  illustrations  of  Bach’s  genius.  It  was  composed  for 
Christmas  Day,  1723.  For  the  occasion  of  this  festival  Bach 
expanded  the  Biblical  text  into  four  vocal  numbers;  but  in 
describing  the  work  it  is  only  necessary  to  give  it  as  it  is 
now  generally  sung. 

The  work  is  written  for  a  five-part  chorus,  with  organ  and 
orchestral  accompaniment.  After  a  concerted  introduction, 
foreshadowing  the  general  character  of  the  music,  it  opens 
with  the  chorus  (“Magnificat  Anima  mea”,),  in  fugal  form. 
It  is  followed  by  an  aria  for  second  soprano  (“  Et  exultavit 
Spiritus  meus:  in  Deo  salutari  meo”),  which  is  in  the  same 
key  and  has  the  same  general  feeling  as  the  opening  chorus, 
that  of  Christmas  rejoicing,  and  in  turn  is  followed  by  an  aria 
for  first  soprano  (“  Quia  respexit  Humilitatem  Ancillaa  suae  ”), 
leading  directly  to  the  chorus  which  takes  up  the  unfinished 
words  of  the  soprano  (“  Omnes  Generationes  ”),  each  part 
overlaying  the  other  as  it  enters,  and  closing  in  canon  form 
in  grave  and  colossal  harmony.  Its  next  number  is  an  aria 
for  bass  (“Quia  fecit  mihi  magna”),  of  a  simple  and  joyous 
character,  followed  by  a  melodious  duet  for  alto  and  tenor 
(“Et  Misericordia  ”),  with  violin  and  flute  accompaniment, 
setting  forth  the  mercy  of  God,  in  contrast  with  which  the 
powerful  and  energetic  chorus  (“Fecit  Potentiam”)  which 
succeeds  it  is  very  striking  in  its  effect.  Two  beautiful  arias 
for  tenor  (“  Deposuit,  Potentes  de  Sede  ”)  and  alto  (“  Esuri- 
entes  implevit  Bonis  ”)  follow,  the  latter  being  exquisitely 
tender  in  its  expression,  and  lead  to  the  terzetto  (“  Suscepit 
Israel  Puerum  suum:  recordatus  Misericordias  suae”),  arranged 
in  chorale  form,  and  very  plaintive  and  even  melancholy  in 
style.  A  stupendous  five-part  fugue  (“  Sicut  locutus  est  ”) 
follows  it  and  leads  to  the  triumphant  (“Gloria”),  closing 
the  wiork,  a  chorus  of  extraordinary  majesty  and  power. 


The  Christman  Oratorio 

The  “Christmas  Oratorio”  was  written  by  Bach  in  1734, 
the  subject  being  taken  from  texts  in  Luke  and  Matthew  per- 
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taining  to  the  Nativity.  It  is  not  an  oratorio  in  the  modern 
sense;  but  the  justification  of  its  appellation  as  such  is  to  be 
found  in  Bach’s  own  title,  “  Oratorium  tempore  nativitatis 
Christi.” 

As  the  entire  six  parts  are  very  rarely  given,  a  general 
review  of  their  character  will  better  suit  the  reader’s  purpose 
than  a  detailed  review  of  each.  The  entire  vocal  score  em¬ 
braces  no  less  than  sixty-four  numbers.  In  the  first  three 
parts,  the  connecting  narratives,  recited  by  the  Evangelist,  are 
assigned  to  tenor  and  bass,  and  declare  the  events  associated 
with  the  birth  of  our  Lord  —  the  journey  to  Bethlehem,  the 
birth  in  the  manger,  the  joy  of  Mary,  and  the  thanksgiving 
over  the  advent  of  the  Lord  —  the  choral  parts  being  sung 
by  the  shepherds.  The  fourth  part  relates  the  naming  of 
Jesus,  and  outlines  His  career  in  a  grand  expression  of  faith 
and  hope.  The  fifth  illustrates  the  visit  of  the  three  kings,  the 
anxiety  of  Herod  when  he  hears  of  the  advent  of  the  Lord, 
and  the  assurances  given  him  to  allay  his  fears.  In  the 
sixth,  the  visitors  depart  to  frustrate  Herod’s  designs,  and 
choruses  of  rejoicing  over  the  triumph  of  the  Lord  close  the 
work. 

The  first  two  parts  are  the  only  ones  which  need  special 
notice  for  the  purposes  of  the  concert-goer.  The  first  opens 
with  a  brilliant  prelude,  introduced  by  the  drum,  which  Bach, 
like  Beethoven,  sometimes  treated  as  a  solo  instrument.  It 
preludes  the  narrative  bidding  Zion  prepare  to  meet  her 
Lord  —  a  simple,  touching  melody,  followed  by  the  chorale 
(“  How  shall  I  fitly  meet  Thee  and  give  Thee  welcome  due  ?  ”), 
set  to  the  old  Passion-hymn  (“  O  Haupt  voll  Blut  und  Wun- 
den”)  — a  solemn  and  even  mournful  melody,  which  at  first 
appears  incongruous  in  the  midst  of  so  much  jubilation.  The 
composer’s  evident  intention  was  to  impress  the  hearer  with 
the  fact  that  the  object  of  the  divine  advent  on  earth  was 
the  Passion  of  our  Lord.  At  the  close  of  the  work  the  same 
chorale  appears,  but  with  another  meaning.  It  is  there  an 
exultant  expression  of  Christ’s  victory  over  sin  and  death. 
As  the  chorale  dies  away,  the  narrative  is  resumed,  leading 
up  to  another  chorale  (“For  us  to  Earth  He  cometh  poor’’), 
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combined  with  an  orchestral  symphony  and  bass  recitative. 
The  next  number  is  a  bass  aria  with  trumpet  accompaniment 
(“Lord  Almighty,  King  all  glorious”),  and  is  followed  by  a 
chorale  set  to  the  words  of  Luther’s  Christmas  hymn,  which 
also  occurs  in  other  parts  of  the  work,  differently  harmonized 
to  suit  the  nature  of  the  situation,  and  with  which  the  first 
part  closes. 

The  second  part  opens  with  one  of  the  most  delightful 
instances  of  Bach’s  orchestration,  a  pastoral  symphony.  Like 
the  symphony  of  the  same  style  in  Handel’s  “  Messiah,”  it  is 
simple,  graceful,  and  idyllic  in  character,  and  pictures  the 
shepherds  watching  their  flocks  by  night  on  the  plains  of 
Bethlehem.  At  its  conclusion  the  Evangelist  resumes  his  nar¬ 
rative,  followed  by  the  chorale  (“Break  forth,  O  beauteous, 
heavenly  Light”),  preluding  the  announcement  of  the  angel 
(“  Behold,  I  bring  you  good  tidings  ”).  It  is  followed  by  the 
bass  recitative  (“  What  God  to  Abraham  revealed,  He  to  the 
Shepherds  doth  accord  to  see  fulfilled”),  and  a  brilliant  aria 
for  tenor  (“  Haste,  ye  Shepherds,  haste  to  meet  Him”).  The 
Evangelist  gives  them  the  sign,  followed  by  the  chorale  which 
closed  the  first  part,  in  another  form  (“  Within  yon  gloomy 
Manger  lies  ”).  The  bass  recitative  (“  O  haste  ye  then  ”)  pre¬ 
ludes  the  exquisite  cradle-song  for  alto  (“  Sleep,  my  Beloved, 
and  take  thy  Repose”).  This  lovely  song  brings  us  to  the 
close,  which  is  an  exultant  shout  from  the  multitude  of  the 
heavenly  host,  singing  “  Glory  to  God  in  the  highest.” 


Suite  No.  2 

The  Suite  No.  2,  in  B  minor,  is  one  of  the  most  character¬ 
istic  and  popular  of  the  set.  Its  various  members  are  an 
Overture,  Rondo,  Sarabande,  Bourree,  Polonaise,  Minuet,  and 
a  little  closing  movement  in  free  style,  called  “  Tandelei.” 
The  overture  consists  of  an  introductory  Adagio,  followed  by 
a  four-part  fugue,  at  the  close  of  which  the  movement  ends 
with  another  Adagio  similar  to  the  first. 

The  other  sections  are  dance  forms.  The  second  is  a  Rondo, 
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a  familiar  movement,  in  which,  the  main  theme  is  several 
times  repeated,  sometimes  in  strict  style  and  again  with  elab¬ 
orate  embellishment.  The  third  is  a  Sarabande,  originally  a 
Spanish  dance  for  a  single  performer,  acconqoanied  by  the 
castanets,  and  slow  and  stately  in  character.  The  fourth  is 
a  Bourree,  another  old-time  dance,  very  lively  in  style.  In 
this  section  one  Bourree  follows  the  other,  as  was  the  usual 
custom.  The  fifth  is  a  Polonaise,  a  familiar  dance  form.  A 
peculiarly  noticeable  passage  is  the  trio,  in  which  the  basses 
have  the  melody,  accompanied  by  an  elaborate  flute  obligato. 
The  sixth,  the  Minuet,  is  a  graceful  dance  form,  like  all 
Minuets.  It  is  constructed  in  two  parts,  both  repeated, 
and  is  dominated  by  a  refined  and  dainty  theme.  The 
Minuet  form  is  peculiarly  interesting,  from  the  fact  that  after 
its  introduction  by  Lully,  the  French  composer,  it  was  fre¬ 
quently  employed  in  sonatas,  overtures,  and  other  concert 
pieces.  It  was  also  a  movement  in  the  symphony  form  until 
the  time  of  Beethoven,  who  substituted  the  Scherzo  in  its 
place.  The  old  suites  usually  close  with  a  Gigue,  but  this 
suite  ends  with  a  very  light,  playful  piece  in  2-4  time,  de¬ 
nominated  “Badinerie”  or  “  Tandelei,”  signifying  sportive¬ 
ness.  With  tins  merry  badinage  the  beautiful  suite  comes  to 
its  close. 

Suite  No.  8 

The  movements  of  Bach’s  Third  Suite,  in  D,  are  the  Over¬ 
ture,  Air,  two  Gavottes,  Bourree,  and  Gigue.  The  Overture 
begins  with  a  Grave,  which  leads  to  the  Vivace,  a  free  fugue, 
after  the  development  of  which  the  Grave  occurs,  but  with 
different  treatment.  The  Vivace  as  a  whole  and  the  second 
Grave  complete  the  Overture.  The  Air,  second  movement,  is 
the  most  familiar  and  beautiful  feature  of  the  suite  and  is 
often  played  by  solo  violin  with  piano  accompaniment,  as  “  Air 
for  the  G  String.”  It  is  a  continuous  flow  of  sweet  melody,  its 
two  strains  being  several  times  repeated.  The  two  Gavottes, 
which  correspond  to  the  Minuet  and  Trio  of  the  old  sympho¬ 
nies,  and  constitute  the  third  movement  of  the  Suite,  are  very 
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characteristic.  The  second,  which  is  given  out  in  unison  in  the 
whole  orchestra,  is  followed  by  a  repetition  of  the  first  and  is 
entirely  independent  of  it.  The  fourth  movement,  Bourree, 
is  gay  and  sprightly  in  character.  The  Gigue,  which  concludes 
the  suite,  as  its  name  indicates,  is  a  still  livelier  and  more 
rollicking  dance  than  any  of  the  others  and  leaves  the  listener 
in  a  genial  mood. 


Suite  No.  J+ 

The  movements  of  Bach’s  Fourth  Suite,  in  D,  are  Overture, 
Bourrees  1  and  2,  Gavotte,  Minuets  1  and  2,  and  Rejouissance. 
The  Overture  is  in  the  usual  form.  The  first  Bourree  is  con¬ 
structed  in  two  parts,  both  repeated,  with  this  distinction,  that 
in  the  first  part  the  wood  winds  have  the  theme  with  string 
accompaniment,  and  in  the  second  the  strings  have  the  theme 
with  wood  wind  accompaniment.  The  second  Bourree  contains 
solos  for  oboe  and  bassoon  with  string  accompaniment.  The 
Gavotte  and  Minuets  closely  resemble  these  forms  in  the 
other  suites.  The  last  movement,  like  that  of  Suite  No.  2,  is 
in  triple  time,  very  bold  in  style,  and  sprightly  as  a  dance 
movement.  Its  name,  “Rejouissance”  (merriment),  like 
“  Badinerie,”  which  is  affixed  to  the  last  movement  of  the 
Second  Suite,  does  not  refer  to  the  form  but  to  the  nature 
of  the  music.  The  most  remarkable  feature  of  these  suites  is 
that  they  are  bright,  cheerful,  and  even  gay  in  character,  and 
that  they  were  written  by  Bach  at  a  time  of  great  anxiety 
and  trouble. 


Prelude,  Fugue  and  Chorale 

The  Prelude,  Fugue  and  Chorale  is  a  composite  work.  The 
Prelude  in  C  sharp  minor  is  taken  from  Bach’s  “Well-Tem¬ 
pered  Clavichord  ”  and  the  Fugue  is  for  the  organ  in  G  minor. 
J.  J.  Abert,  the  German  composer,  in  his  setting  transposes 
the  Prelude  to  D  minor  and  between  it  and  the  Fugue  has 
placed  a  Chorale  in  G  minor  for  two  trumpets,  four  horns 
and  three  trombones.  The  theme  of  this  Chorale  also  appears 
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in  the  Fugue.  In  the  original,  the  Fugue  has  a  very  elaborate 
prelude  which  is  not  included  in  Abert’s  arrangement.  This 
favorite  concert  number  was  first  performed  in  this  country 
by  the  Theodore  Thomas  orchestra  in  1876. 


BALAKIREV 


1836- 


Symphonic  Poem,  Thamar 


HE  composer  Balakirev  belongs  to  the  New  Russian 


X  School  of  which  Cesar  Cui  and  Rimsky-Korsakov  were 
the  founders  and  ardent  champions,  but  his  music  is  not  so 
well  known  in  the  Western  World  as  that  of  some  of  his  asso¬ 
ciates.  “  Thamar  ”  is  his  work  which  has  made  the  deepest 
impression.  Its  story  is  taken  from  a  poem  by  the  Caucasian 
poet  Lermontoff  and  is  one  of  the  favorite  Russian  myths. 
Briefly,  Queen  Thamar,  a  beautiful  creature  but  a  demon  of 
cruelty,  dwells  in  a  tower  overlooking  the  river  Terek.  It  is 
her  habit  to  invite  passing  travelers  to  her  banquets,  and  the 
next  day  their  bodies  may  be  found  in  the  Terek.  Among 
them  is  her  lover. 

The  music  begins  with  passages  describing  the  roar  of  the 
river  in  the  distance,  followed  by  phrases  indicating  the 
warning  voices  of  spirits  and  in  which  is  now  and  then  heard 
the  call  of  a  sweet,  far-away  voice.  New  themes  in  folk-song 
style  are  introduced  to  represent  the  responses  to  the  Queen’s 
call.  These  themes  are  repeated  and  intensified,  at  last  reach¬ 
ing  a  fortissimo  climax  in  which  the  full  orchestra  joins.  The 
roll  of  drums  announces  the  approach  of  a  warrior  who  is 
attracted  by  the  weird  melodious  strain  of  Thamar’s  song. 
Passages  follow  describing  the  revelry  at  the  banquet  and  the 
ominous  silence  as  it  dies  away.  Thq  roar  of  the  river  is 
heard  again,  and  through  it  the  Queen’s  farewell,  followed 
by  a  theme  which  tells  of  approaching  happiness  when  the 
warrior  and  his  love  shall  meet  again.  Though  “  Thamar  ”  is 
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purely  program  music,  it  is  strictly  constructed,  but  notwith¬ 
standing  this  conventionality  of  form  it  is  infused  with  the 
lavish  color  and  Oriental  spirit  which  characterize  nearly  all 
the  works  of  this  school. 
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Fifine  at  the  Fair 

FIFINE  at  the  Fair,”  described  in  the  score  as  “  orchestral 
drama,”  is  a  musical  setting  of  Browning’s  poem  of 
that  name,  the  composer  adding  to  the  title  an  explanatory 
phrase  —  “a  defense  of  inconstancy.”  It  opens  with  a  pro¬ 
logue  for  strings,  picturing  the  ocean  of  life  with  a  man  swim¬ 
ming  in  it  and  a  butterfly  fluttering  over  it,  the  latter  being 
the  type  of  womanly  nature.  The  prologue  is  expressive  of 
passionate  aspiration  for  woman.  At  its  close  there  is  a  rad¬ 
ical  change  and  the  festivities  of  the  fair  are  set  forth  in 
carnival  style.  Fifine  appears  and  exerts  her  fascinating 
charms  to  captivate  the  man,  closing  with  a  beautiful  cadenza 
for  clarinet.  Elvine  next  appears,  the  type  of  nobler  and 
higher  womanhood,  her  appeal  delightfully  set  forth  in  the 
strings,  horns  and  clarinets.  The  man  is  unfaithful  to  Elvine 
and  she  leaves  him.  The  work  closes  with  an  Epilogue, 
describing  the  reunion  of  Elvine  and  the  man  and  the  disap¬ 
pearance  of  Fifine.  In  the  poem  this  reunion  is  effected  by 
death,  but  the  composer  more  practically  unites  the  pair  in 
marriage,  Elvine  having  forgiven  her  consort,  and  it  is  to  be 
presumed  they  lived  happily  ever  after. 


Granville  Bantock 
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Symphony  in  E  Minor  ( Gaelic ).  Op.  32 

1.  Allegro  con  fuoco. 

2.  Alla  Siciliano.  Allegro  vivace. 

3.  Lento  con  molto  expressione. 

4.  Allegro  molto. 

THE  Gaelic  Symphony,  by  Mrs.  H.  H.  A.  Beach  of 
Boston,  Mass.,  is  notable  not  alone  for  its  excellence  but 
because  it  is  one  of  the  rare  productions  in  this  class  by  a 
woman  composer.  The  first  movement  begins  with  a  chro¬ 
matic  passage  in  the  strings,  reaching  at  last  a  fortissimo  in 
full  orchestra,  which  leads  up  to  the  opening  theme,  stated  in 
succession  by  the  trumpets,  horns  and  wood  winds.  After 
development,  it  gives  place  to  a  subsidiary  theme  of  lighter 
character,  which,  like  the  chromatic  passage,  reaches  fortis¬ 
simo,  followed  by  suggestions  of  the  chromatic  passage  and 
first  theme.  The  second  theme  is  stated  by  the  clarinet  and 
after  development  is  followed  by  a  Gaelic  folk  song,  given  out 
by  the  oboe  with  response  by  the  flute.  The  movement  closes, 
after  ample  elaboration  with  a  Coda. 

The  second  movement  opens  with  a  graceful  Siciliano, 
given  out  by  the  horn  and  strings,  followed  by  a  genial 
Scherzo,  in  which  hints  of  the  Siciliano  appear  here  and  there. 
At  last  it  returns  in  its  original  form  and  after  development 
the  Scherzo  closes  the  movement. 

The  third  movement  explains  the  title  of  the  symphony. 
After  a  pizzicato  prelude,  the  solo  violin  and  ’cello  give  out 
a  Gaelic  melody.  This  is  followed  by  the  second  theme  which 
is  forcible  in  character,  and  after  development  leads  to  a  third 
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folk-song  theme.  A  most  elaborate  working  out  of  this  and 
the  first  theme  closes  the  movement. 

The  last  movement  opens  with  a  theme  fortissimo  in  full 
orchestra,  fully  worked  out,  followed  by  a  folk  song  of  a 
martial  character  also  most  elaborately  developed.  The  move¬ 
ment  comes  to  a  brilliant  close  with  the  second  theme  stated 
in  unison  by  all  the  strings,  strengthened  by  the  trumpets,  the 
wind  instruments  being  in  full  harmony. 


BEETHOVEN 


1770-1827 

Symphony  No.  1,  in  C  Major.  Op.  21. 

1.  Adagio  molto.  Allegro  con  brio. 

2.  Andante  cantabile  con  moto. 

3.  Menuetto  e  Trio. 

4.  Adagio.  Allegro  molto  e  vivace. 

THE  date  of  Beethoven’s  First  Symphony  has  not  been 
definitely  ascertained.  Sketches  of  its  finale  are  found 
as  early  as  1795,  though  the  work  was  not  performed  until 
April  2,  1800,  at  a  concert  in  Vienna,  conducted  by  the  com¬ 
poser.  The  symphony,  in  the  key  of  C  major,  does  not  begin 
with  the  common  chord  of  C,  but  with  a  seventh  chord  in  C, 
resolving  into  F  major,  at  that  time  an  unheard-of  pro¬ 
ceeding. 

The  short  introduction  leads  us  in  twelve  measures  to  the 
first  movement,  with  this  principal  theme  — 
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The  flutes  take  up  the  cadence  and  lead  through  C  and  C 
sharp  into  a  repetition  of  the  theme  one  step  higher  in  D  minor, 
bringing  it  the  third  time  in  a  slightly  altered  form  on  the 
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dominant  chord  of  G  and  leading  back  into  the  principal  key 
of  C.  The  second  theme  — 


Flute. 


includes  in  its  melody  another  of  Beethoven’s  idiosyncrasies, 
namely,  the  syncopations  at  a ,  while  the  broken  chords  in  the 
staccato  accompaniment  foreshadow  his  preference  for  decided 
figures  in  his  basses. 

The  second  part  opens  with  the  principal  theme  in  A  maj  or, 
which  after  some  modulations  is  reiterated  fortissimo  and  in 
unison  by  the  whole  orchestra.  The  chromatic  step  C,  C 
sharp,  for  the  winds,  which  we  found  in  the  beginning,  lead¬ 
ing  into  a  repetition  in  D  minor,  is  now  extended  to  a  quasi- 
chromatic  scale,  running  through  an  octave  and  a  half,  and 
leading  in  a  steady  crescendo  into  the  dominant  and  thus  back 
to  the  second  theme,  which  appears  now  in  the  original  key  of 
C.  Near  the  close  of  the  movement,  Beethoven  very  ingen¬ 
iously  gives  us  a  reminder  of  his  opening  chords  and  their 
resolution  by  using  the  principal  theme  in  part,  overlaying  it 
in  the  winds  with  a  seventh  chord.  The  treatment  throughout 
is  simple  and  clear. 

The  Andante  cantabile  eon  moto  opens  with  the  following 
melody: 
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answered  in  canon  by  the  violas  and  ’cellos.  The  opening  step 
C  to  F,  enlarged  to  a  sixth,  G  to  E,  makes  the  second  phrase 
of  the  movement  a  natural  sequence  of  the  first.  In  the  last 
eight  measures  of  the  first  part,  Beethoven  again  steps  out  of 
the  beaten  track  of  using  the  kettle-drum  only  as  a  kind  of 
metronome,  by  giving  it  a  rhythmic  phrase  accompanying  a 
triplet  figure  in  the  violins.  The  step  C  to  F,  in  connection 
with  the  pulsating  beat  of  the  drum,  furnishes  the  composer 
the  material  for  the  opening  of  the  second  part  of  the  Andante, 
which  is  worked  out  with  the  utmost  delicacy  and  closes  with 
one  of  those  dynamic  contrasts  of  which  Beethoven  was  so 
fond. 

The  Minuet  was  the  composer’s  most  serious  attempt  to 
impress  his  individuality  upon  a  form  which  had  been  so 
strongly  defined  by  his  predecessors,  and  which,  as  the  rep¬ 
resentative  of  the  dance  Minuet,  seemed  to  have  been  almost 
.exhausted  by  Haydn  and  Mozart.  Beethoven,  recognizing 
the  fitness  of  a  bright  and  sprightly  movement  between  the 
Andante  and  the  last  movement  of  the  sonata  form,  aimed 
at  once  to  break  through  the  form  of  the  Minuet  proper  and 
create  the  Scherzo  and  Trio,  which  he  afterward  developed 
so  successfully.  The  movement  under  consideration,  although 
entitled  “  Minuet,”  is  really  a  Scherzo.  Its.  beginning  reveals 
those  characteristics  of  the  composer  which  further  study  of 
his  works  forces  us  to  admire  the  most  in  him  —  simplicity  and 
strength.  Look  at  the  opening: 
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Its  tonal  design  appears  to  be  nothing  but  the  scale  of  G 
major,  but  what  does  it  become  under  the  hands  of  the  young 
master? 


etc. 


The  second  part  of  the  Minuet  is  remarkable  for  its  modu¬ 
lation,  and  there  is  something  infinitely  humorous  in  the 
measures  which  follow  this  tour  de  force: 


until  their  pianissimo  comments  are  cut  short  by  the  statement 
of  the  opening  scale  fortissimo.  The  Trio  is  very  simple  and 
chiefly  based  on  the  interchange  of  the  wind  and  string  choirs, 
and  the  Minuet,  da  capo,  closes  the  movement. 

The  Finale  opens  with  a  few  bars  of  Adagio.  After  a  hold 
on  G,  the  first  violins  rush  off  in  their  mad  dance: 


Ludwig  van  Beethoven 
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The  opening  phrase  of  the  Allegro  is  a  violin  figure,  pure 
and  simple,  and  the  scale  runs  of  the  second  part  are  but 
threads  compared  with  the  scale  which  we  found  overlaying 
the  harmonic  structure  of  the  opening  of  the  Minuet.  The 
second  theme  of  the  Finale  is  the  following: 


coquettishly  set  off  against  the  steady  basses  and  entirely 
in  keeping  with  the  spirit  of  the  whole. 

In  the  First  symphony  Beethoven  still  clings  to  the  accepted 
musical  forms;  hence  the  occasional  phrases  which  remind  us 
of  Haydn  and  Mozart.  And  yet  the  symphony  shows  us  in 
embryo  all  those  qualities  which  made  Beethoven  the  greatest 
symphonic  writer  the  world  has  thus  far  produced. 


Symphony  No.  2,  in  D.  Op.  86 

1.  Adagio  molto.  Allegro  cox  brio. 

2.  Larghetto. 

3.  Scherzo  and  Trio.  Allegro. 

4.  Allegro  molto. 


Beethoven’s  Second  Symphony  was  completed  in  the  year 
1802,  and  was  first  heard  at  the  Theater  an  der  Wien,  April 
5,  1803.  It  begins,  like  the  first,  with  an  introductory  Adagio, 
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although  of  much  greater  length.  The  sturdy  opening  on  a 
hold  on  D,  in  unison  by  the  whole  orchestra,  is  at  once  fol¬ 
lowed  by  an  exquisite  phrase  for  the  oboes  and  bassoons. 
Similar  contrasts  prevail  until  the  opening  of  the  Allegro  con 
brio.  The  theme  is  given  out  by  the  ’cellos,  and  in  the 


the  basses  softly  join  them.  The  last  part  of  the  motive  is 
somewhat  emphasized  by  repeating  the  step  of  a  third  on  the 
quarter  notes  at  a,  to  a  connecting  melody  in  the  winds,  until 
the  strings  take  up  the  first  part  of  the  theme  given  above, 
and  carrying  it  up  into  the  seventh,  enlarge  the  scope  for  a 
sweeping  violin  figure,  which  with  a  pronounced  staccato 
phrase  serves  as  a  connection  with  the  second  theme: 
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This  theme  is  scarcely  inferior  in  its  jubilant  expression  to 
any  similar  outburst  in  Beethoven’s  later  works.  This  feeling 
is  intensified  in  the  repeat  by  a  trill-like  figure  in  the 
violins,  which  now  runs  into  this  motive: 


Violin. 
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until  after  a  number  of  abrupt  chords  fortissimo  the  full 
orchestra  stops  on  a  diminished  seventh  chord,  followed  by 
three-quarters  rest,  during  which  in  place  of  some  crashing 
resolution,  a  soft  murmur  strikes  the  ear  from  the  strings: 


and  not  until  after  a  crescendo  of  eight  measures  are  we  grati¬ 
fied  with  a  satisfactory  closing.  The  second  part  deals  chiefly 
with  the  same  material,  a  new  feature  being  added  by  the 
counter-movement  of  a  broken  scale  against  the  theme: 


Violin. 


and  the  constant  tossing  about  of  the  motive: 


The  second  half  of  the  second  theme  furnishes  the  composer 
the  material  for  the  following  exquisite  phrase: 
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The  close  is  exceedingly  bold,  the  basses  rising  in  a  slow 
chromatic  scale  throughout  an  octave  from  D  to  D,  the  violins 
trying  to  counterbalance  it  by  the  other  extreme  of  gigantic 
strides.  The  movement  ends  with  a  feeling  of  exultant  joy 
and  happiness. 

The  Larghetto  is  one  of  the  loveliest  slow  movements 
Beethoven  ever  wrote,  and  is  a  special  favorite  in  the  concert- 
room.  The  opening  theme  — 


given  out  by  the  strings  and  repeated  by  the  winds,  is  a  flow¬ 
ing  cantilena  of  exceeding  beauty,  uninterrupted  by  any  stac¬ 
cato  or  even  any  well-marked  incision  in  the  phrasing.  The 
second  phrase  — 


etc., 


only  intensifies  the  general  feeling  expressed  in  the  first.  A 
long  dialogue  follows,  which  hardly  needs  musical  quotation 
to  be  thoroughly  understood  by  the  attentive  listener. 

The  Scherzo  here  appears  under  its  own  name.  It  is  built 
up  on  a  short  motive  of  three  notes  repeated  over  and  over 
again,  first  by  the  basses,  then  by  the  violins,  and  again  by 
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the  horns,  after  which  the  oboes  bring  it  reversed,  at  one  time 
fortissimo  and  again  piano,  but  ever  tripping  along  staccato 
until  the  violins  in  the  second  part  indulge  in  a  temporary 
sweep  of  descending  scale,  followed  by  a  reminder  of  the  lead¬ 
ing  figure  of  the  first  Allegro: 


The  three-note  motive  however  soon  carries  the  day.  The  Trio 
begins  with  a  short  phrase  in  oboes  and  bassoons,  played  twice 
and  ending  in  D.  The  violins  follow  with  a  determined  stroke 
on  the  third  (F  sharp)  and  turn  the  note  into  the  tonic  of  the 
chord  of  F  sharp,  eventually  quieted  down  on  the  same  F 
sharp. 

The  Finale  expresses  the  same  happy  mood  that  character¬ 
izes  the  preceding  movements.  The  opening  motive  is  thor¬ 
oughly  characteristic  and  piquant: 


Violin. 


etc. 


Then  follows  a  longer  period,  in  which  the  winds  carry  the 
melody  while  the  strings  furnish  an  apparently  monotonous 
'staccato  accompaniment.  In  the  further  working  up,  that 
part  of  the  motive  containing  the  trill  is  also  more  extensively 
employed.  Right  here  we  have  also  an  instance  where  the 
composer  exchanges  humor  for  downright  fun.  Imagine  the 
beginning  of  the  following  quotation: 

Violin. 
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fortissimo,  supported  by  the  whole  orchestra,  closing  at  a  with 
a  sforzando  crash,  followed  by  the  weazened  little  gasp  of 
the  first  violin  pianissimo,  then  by  a  pause  and  a  repetition  of 
this  whimpering  appoggiatura,  finally  after  a  second  pause 
the  whole  orchestra  breaking,  in  at  b  with  the  opening  motive, 
forte.  The  close  is  worked  out  into  a  Coda  of  considerable 
length,  starting  from  two  successive  holds  with  a  new  rhythmic 
figure,  which,  however,  soon  merges  into  the  general  whirl  of 
joyous  mirth  pervading  the  whole  movement. 


Symphony  No.  3,  in  E  Flat  ( Eroica ).  Op.  55. 

1.  Allegro  cost  brio. 

2.  Marcia  funebre.  Adagio  assai. 

3.  Scherzo  and  Trio.  Allegro  vivace. 

4.  Finale.  Allegro  molto. 

Beethoven  first  projected  the  Third  Symphony  in  1802  and 
finished  it  in  1804.  “Eroica”  is  likely  to  mislead  the  hearer 
if  he  supposes  the  music  to  be  of  a  martial  character,  and  we 
therefore  add  the  complete  title  of  the  work  as  it  first  appeared 
in  print:  “  Sinfonia  Eroica,  composta  per  pesteggiare  il  sov- 
venire  di  un  grand’  Uomo,  dedicata,”  etc.;  (“Composed  to 
celebrate  the  memory  of  a  great  man”),  namely,  the  hero  in 
its  widest  sense.  The  first  manuscript  copy,  however,  bore 
the  following  inscription: 

Sinfonia  grande, 

Napoleon  Buonaparte, 

180 4  in  August: 
del  Sigr. 

Louis  Van  Beethoven. 

Sinfonia  3.  Op.  55. 

The  fly-leaf  of  the  copy,  which  the  composer  retained,  had 
the  words  “  Luigi  van  Beethoven  ”  at  the  top,  and  “  Buona¬ 
parte  ”  at  the  bottom.  It  is  known  that  Beethoven  watched 
with  deep  interest  the  revolution  in  France.  One  man  attracted 
his  attention  and  kindled  his  enthusiasm.  Napoleon  Bona- 
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parte  had  appeared  like  a  sun  above  the  sea  of  confusion  and 
mediocrity,  rising  rapidly  but  steadily  until  it  seemed  he  would 
be  the  foremost  hero  of  the  republic,  but  when  Beethoven  first 
heard  of  the  “Vive  l’  Empereur”  he  took  the  score  of  his 
“  Eroica,”  tore  its  title-page  in  two,  and  threw  the  work  on  the 
floor.  His  idol  was  shattered,  and  the  symphony  was  finally 
published  in  memory  of  “  un  grand’  Uomo.” 

The  first  movement  has  a  number  of  themes  in  the  highest 
degree  characteristic.  The  main  theme  is  given  out  at  the 
very  beginning  by  the  ’cellos  in  a  quiet  manner,  but  after 
twenty-four  measures  we  encounter  the  syncopations  which 
play  so  decided  a  part  in  this  great  picture  of  strife.  A 
tender  episode  for  the  winds,  repeated  by  the  strings,  inter¬ 
rupts  the  turmoil,  but  after  a  short  repose  a  rapid  crescendo 
leads  again  to  the  clashing  syncopations.  A  similar  treatment 
is  adopted  in  the  second  part,  the  whole  forming  one  of  the 
most  remarkable  pieces  of  orchestral  writing  ever  accom¬ 
plished. 

The  Adagio  appeals  more  directly  to  the  listener,  with  its 
sad  melody  in  C  minor  and  its  heartfelt  tones  of  melancholy. 
This  solemn  dirge,  designated  by  the  composer  “  Marcia 
Funebre,”  is  followed  by  the  Scherzo,  Allegro  vivace.  The 
contrast  in  the  heading  of  the  two  movements  would  naturally 
suggest  startling  incongruities  in  the  music;  but  it  is  one  of 
the  greatest  achievements  of  Beethoven’s  genius  that  he  sur¬ 
mounts  the  difficulty  in  a  way  which  does  not  admit  of  an  idea 
of  unfitness. 

The  Scherzo  begins  with  a  pianissimo  staccato,  which  has 
something  mysterious  in  its  character,  moving  four  measures 
in  the  step  of  a  seeunda  only,  and  that  on  the  lower  notes  of 
the  violins.  Not  until  the  fifth  measure  does  the  melody  rise 
into  the  higher  octave,  and  only  in  the  ninth  measure  do  we 
find  a  hint  of  the  lighter  character  of  the  Scherzo  in  a  short 
group  of  connected  descending  notes.  Even  the  second  part 
moves  in  a  similar  manner  of  steps  and  half-steps  always 
pianissimo.  It  is  not  until  the  middle  of  this  part  that  it 
breaks  forth  with  a  sudden  fortissimo,  and  not  even  then  with¬ 
out  a  reminiscence  of  the  syncopations  of  the  first  Allegro. 
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The  Trio,  with  its  horn  passage,  finally  dispels  the  gloomy 
character  of  all  that  precedes,  and  calls  up  more  peaceful 
visions. 

The  last  movement.  Allegro  molto,  begins  with  a  dominant 
seventh  chord  in  the  form  of  a  cadenza,  after  which  the  theme 
enters  pizzicato.  This  melody,  in  its  intervals,  is  really  * 
fundamental  bass,  and  is  worked  up  in  the  form  of  variations, 
ever  and  anon  interrupted  by  a  hold  on  the  dominant  chord, 
until  a  new  theme  appears,  happier  and  brighter  than  any, 
dominating  the  last  part  of  the  movement.  It  gives  room  to 
a  severe  treatment  of  the  first  theme  in  strict  counterpoint, 
only  to  reappear  in  a  Poco  andante  of  some  length,  which 
without  warning  breaks  into  the  final  Presto  fortissimo  that 
brings  the  work  to  a  close. 

The  principal  theme  of  the  first  movement  is  given  out  by 
the  'cellos  as  quoted  at  a: 


The  second  subject  at  b  is  in  fine  contrast  with  the  first,  and 
is  thrown  about  from  instrument  to  instrument.  The  episode 
given  out  by  the  winds,  as  mentioned  above,  is  indicated  at  c: 
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Another  prominent  theme  starts  in  about  the  middle  of  the 
second  part,  as  at  d: 
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followed  by  that  remarkable  passage  in  the  basses  at  e.  The 
melody  of  the  Adagio  we  give  at  f 


tm 


etc.. 


etc., 


with  its  counterphrase  at  g.  The  main  theme  of  the  Finale  is  a 
subject  chosen  from  an  air  in  Beethoven’s  music  to  “Prome¬ 
theus,”  the  present  Finale  adopting  the  bass  at  a  for  a  melody, 
and  only  bringing  in  the  original  melody  at  b,  at  the  third 
variation.  We  give  them  here  condensed,  one  above  the  other: 


m 


l 
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Symphony  No.  If.,  in  B  Flat.  Op.  60 

1.  Adagio.  Allegro  vivace. 

2.  Adagio. 

3.  Menuette.  Allegro  vivace.  Trio,  dr  poco  meno  allegro. 

4.  Allegro  ma  non  troppo. 

The  Fourth  Symphony,  written  in  1806,  lies  like  a  gleam  of 
sunlight  between  the  heroic  Third  and  majestic  Fifth. 

The  symphony  begins  with  the  customary  slow  introduction, 
which  opens  in  this  mysterious  manner  to  a  long-held  B  flat 
in  the  wind  instruments: 
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and  is  followed  by  the  Allegro  vivace,  at  an  accelerated  pace: 
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While  the  violins  are  indulging  in  mysterious  whisperings, 
the  bassoon  skips  around  nimbly,  until  it  is  silenced  by  a 
crescendo  of  four  measures,  and  the  rush  of  the  opening  of 
the  Allegro  is  repeated.  A  mocking  syncopated  phrase  now 
occurs,  followed  by  a  little  conversation  between  the  bassoon, 
oboes,  flutes,  and  violins,  until  a  unison  figure  in  the  strings, 
of  a  peculiarly  buoyant  character  in  its  harmonic  design  and 
well  calculated  for  a  fine  crescendo  — 


etc., 


brings  us  to  a  little  canon  — 


in  its  very  simplicity  admirably  in  keeping  with  the  general 
character  of  the  music.  A  mysterious  tremolo  pianissimo  for 
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the  violins  is  followed  by  a  syncopated  figure  in  the  violins 
forcing  the  repetition  of  the  first  part.  The  second  part, 
though  dealing  essentially  with  the  same  thematic  material, 
is  exceedingly  rich  in  harmonic  changes  and  transpositions. 
This  part  also  contains  an  unaccompanied,  unbroken  scale, 
started  by  the  first  violins  and  carried  down  into  the  basses, 
always  pianissimo,  breaking  into  an  upward  sweep  through 
a  diminished  seventh  chord  and  landing  again  within  four 
measures  on  a  high  D  in  the  flutes.  This  sets  the  kettle¬ 
drum  to  growling,  and  while  it  keeps  up  its  rumbling  for 
twenty-six  measures,  the  scattered  forces  are  called  back  one 
by  one  until  they  unite  in  the  opening  theme  fortissimo. 

In  the  Adagio  the  following  measure,  given  out  by  the 
second  violins  — 


Adagio. 
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is  used  by  the  composer  as  the  chief  design  for  his  accompani¬ 
ment  throughout.  A  lovely  air  — 


Cantabile. 


enters  at  the  second  measure,  marked  “cantabile,”  sung  by 
the  violins.  It  is  repeated  in  the  wind  instruments,  to  which 
is  also  given  the  greater  part  of  the  second  phrase.  Just  at 
the  close  the  opening  motive  claims  its  right  for  the  first  time 
as  a  solo  for  the  kettle-drum. 
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The  Minuet  differs  in  its  form  somewhat  from  any  of 
Beethoven’s  former  third  movements,  inasmuch  as  it  is  divided 
into  five  sections  instead  of  three.  The  principal  motive 
shows  what  care  Beethoven  bestowed  upon  these  movements. 
The  jostling,  pushing  effect  of  the  first  part  of  the  opening 
phrase,  offset  by  the  sweeping  legato  answer,  is  all  he  needed 
for  the  Minuet  proper;  but  how  wonderfully  these  means  are 
employed  when  we  come  to  look  at  their  distribution,  as  far 
as  harmony  and  color  are  concerned!  The  Trio  consists  of 
a  short  phrase  for  the  wind  instruments,  interrupted  by  a 
playful  remark  of  the  violins  — 


Oboes. 


repeated  on  three  ascending  steps,  with  a  short  trill  toward 
the  end  imparting  a  peculiar  elegance  to  the  dainty  dialogue. 
The  final  repeat  of  the  Minuet  proper  winds  up  with  the 
following: 


etc., 


The  last  movement  starts  off  merrily  with  the  violins: 


followed  by  a  figure  of  limited  compass.  The  close  is  play¬ 
fully  dramatic.  After  a  general  call  to  order,  followed  by  a 
pause  of  one  measure,  the  first  violins  make  their  adieux, 
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answered  by  the  bassoon  and  finally  by  the  violas.  At  last 
all  rush  off  helter-skelter,  shouting  fortissimo: 


Symphony  No.  5,  in  C  Minor.  Op.  67 

1.  Allegro  con  brio.  3.  Allegro  (Scherzo). 

2.  Andante  con  moto.  4.  Allegro.  Presto. 

The  Fifth  Symphony  was  finished  in  1808,  although  its 
composition  had  occupied  Beethoven’s  attention  for  many 
years  before.  At  its  first  performance,  at  Vienna,  it  was  num¬ 
bered  on  the  program  as  the  Sixth;  and  the  Pastoral  appeared 
as  the  Fifth.  Both  were  finished  in  the  same  year,  but  the 
priority  of  the  C  minor  is  clearly  established  by  Beethoven’s 
own  numbering  in  the  autograph. 

The  C  minor  Symphony  is  probably  the  best  known  and 
most  admired  of  the  nine,  perhaps  because  it  is  the  most 
human  in  its  qualities.  Beethoven  himself  has  left  us  a  clew 
to  its  meaning,  namely,  that  it  pictures  the  struggle  of  the 
individual  with  Fate,  the  alternations  of  hope  and  despair,  and 
the  final  triumph.  In  speaking  of  the  first  four  notes  of  the 
opening  movement,  Beethoven  said,  some  time  after  he  had 
finished  the  symphony:  “So  pocht  das  Schicksal  an  die 
Pforte”  (“  Thus  Fate  knocks  at  the  door”). 

In  the  Fifth,  as  in  the  Third  Symphony,  we  find  that  con¬ 
centration  of  thought  and  labor  which  makes  these  two 
musical  poems  so  all-powerful  and  overwhelming  in  their 
effect.  It  is  not  marked  by  a  spontaneous  flow  of  musical 
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phrases  lightly  strung  together,  or  by  mere  toying  with 
musical  forms ;  but  each  motive  represents  a  concentrated 
essence  of  thought  which,  once  heard,  makes  an  indelible 
impression,  and  apparently  admits  of  no  change.  We  give 
only  a  few  quotations,  but  bearing  them  in  mind,  the  listener 
will  be  able  to  follow  the  development  of  this  passionate  out¬ 
pouring  of  a  passionate  mind  while  brooding  over  its  fate: 

Allegro  con  brio. 
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The  holds  at  a  occur  frequently,  as  well  as  the  abrupt 
chords  leading  up  to  a  pause.  The  persistency  with  which 
the  theme  at  b  is  repeated  and  carried  upward  in  a  steady 
crescendo,  only  to  vent  its  rage  in  those  terrible  three  notes, 
dropping  into  a  third  below  and  cut  short  by  two  abrupt 
chords,  well  depicts  the  persistent  struggle  of  a  great  mind 
with  the  misfortunes  of  life.  After  the  statement  of  inex¬ 
orable  fate  by  the  horns  at  c,  it  almost  seems  as  if  the  mortal 
were  appealing  for  mercy;  but  the  pitiless  cry  at  the  five-fold 
repetition  of  the  four  notes  at  d  grows  unendurable,  and,  stung 
to  the  quick,  he  hurls  his  defiance  against  the  gods.  A  period 
of  exhaustion  characterizes  a  passage  in  which  the  winds 
alternate  with  the  strings  during  thirty-two  measures,  in  short 
chords  ever  drooping  until  roused  again  to  life  and  strife  by 
the  motive  at  c,  given  in  unison  by  the  whole  orchestra.  The 
last  motive,  at  f,  may  simply  be  described  as  a  hammer  and 
anvil. 

Of  the  Andante  we  quote  only  the  principal  phrases: 
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The  opening  is  given  out  by  the  violas  and  ’cellos,  while  the 
phrase  at  b  is  always  started  by  the  winds,  breaking  into  a 
sudden  fortissimo  at  d  and  enriched  at  every  repeat  by  a  more 
animated  figure  in  the  violins.  The  first  phrase  breathes  sweet 
consolation,  while  the  second  points  onward  and  upward,  with 
a  bold  transition  at  d  assuring  the  sufferer  triumph  and  hap¬ 
piness.  The  measures  preceding  this  outburst  produce  a 
thrilling  effect  by  the  use  of  the  ominous  ninth  below  the 
melody,  which  in  the  second  violins  and  violas  raises  the  ghost 
of  the  Fate  motive  of  the  first  part  with  its  three  strokes 
indicated  at  c. 

The  Allegro  Scherzo  starts  out  with  a  timid  question  — 


pocoritard. 
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Violins. 


but  in  the  answer  it  seems  as  if  the  youthful  hero  had  grappled 
with  the  decrees  of  Fate  and  boldly  turned  the  point  of  the 
weapon  against  his  foe.  The  three  strokes  of  the  first  move¬ 
ment  which  started  on  an  up-beat  T  JJ3 1  J I  are  now  defiantly 
turned  into  |  f  f  f  I  P  '  |,  and  boldly  carry  the  day.  The 
second  part  of  the  Scherzo,  in  the  key  of  C  major,  which 
represents  the  Trio,  opens  with  a  strong  and  boisterous  pas¬ 
sage  in  the  ’cellos  and  basses,  gradually  reinforced  by  the  vio¬ 
lins,  and  carried  to  a  joyful  climax,  from  which  a  gradual 
decrescendo  leads  back  into  the  first  part. 

After  the  hold  the  now  victorious  triple  beat  starts  pianis¬ 
simo  in  the  clarinets  and  changes  from  instrument  to  instru¬ 
ment,  but  always  pianissimo,  as  if  intended  thoroughly  to 
repress  any  premature  exultation.  The  kettle-drum  finally 
takes  up  the  beat,  and  for  forty-eight  measures  persistently 
furnishes  the  rhythm.  The  violins  begin  an  upward  sweep, 
always  pianissimo  and  in  ever-widening  intervals,  until  it 
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reaches  the  dominant  seventh  chord,  when  with  a  short  cres¬ 
cendo  the  jubilant  march  of  the  last  Allegro,  in  the  key  of 
C  ma j  or,  common  time,  begins : 


A  llegro . 
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The  upward  sweep  from  the  sixth  measure,  ending  twice 
on  the  octave,  is  in  its  third  repetition  carried  a  third  higher, 
as  if  breaking  all  bounds,  and  naturally  flows  into  a  dotted 
rhythmic  figure  which  only  increases  the  excitement.  After 
a  perfect  whirl  on  the  dominant  chord  of  G  for  twenty  meas¬ 
ures,  the  violins  having  a  tarantella-like  figure  in  triplets,  the 
movement  is  suddenly  interrupted  by  an  episode  of  fifty-four 
measures  in  triple  time,  recalling  the  Scherzo  in  its  rhythm, 
but  in  reality  only  a  prolongation  of  the  dominant  chord,  which 
was  cut  short  at  its  climax  so  as  to  make  a  more  deliberate 
change  at  the  repetition  of  the  grand  march  of  joy. 


Symphony  No-.  6,  in  F  (Pastoral).  Op.  68 

1.  Allegro  ma  non  troppo.  (The  Cheerful  Impressions  excited  on 

arriving  in  the  Country.) 

2.  Andante  molto  moto.  (By  the  Brook.) 

3.  Allegro.  (Peasants’  Merrymaking.)  ’ 

4.  Allegro.  (Thunder-storm.) 

5.  Allegretto.  (The  Shepherd’s  Song;  Glad  and  Thankful  Feel-  • 

ings  after  the  Storm.) 

The  Pastoral  Symphony  was  composed  by  Beethoven  in 
1808,  and  was  first  performed  at  a  concert  given  in  Vienna, 
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December  22  of  the  same  year.  The  composer  has  left  his 
own  explanation  prefixed  to  each  movement.  In  the  sketches 
it  is  entitled  “  Sinfonie  caracteristica.  Die  Erinnerungen  von 
dem  Landleben  ”  (“Symphony  Characteristic.  Memories  of 
Country  Life”),  and  the  following  note  is  appended:  “Man 
iiberlasst  dem  Zuhorer  sich  selbst  die  Situationen  auszufinden  ” 
(“The  hearer  must  find  out  the  situations  for  himself”). 
When  the  symphony  was  completed,  however,  Beethoven  gave 
explicit  descriptions  of  the  meaning  of  each  movement,  pref¬ 
aced,  however,  with  the  significant  caution:  “  Mehr  Ausdruck 
der  Empfindung  als  Malerei  ”  (“  Rather  expressive  of  sensa¬ 
tions  than  painting”) — or  actual  description. 

This  symphony,  in  fact,  is  the  masterly  expression  of  that 
happy  and  contented  feeling  which  the  lover  of  Nature  expe¬ 
riences  during  a  ramble  in  the  country.  The  motives  employed 
are  apparently  of  the  simplest  kind,  but  demonstrate  the 
evolution  of  intense  thought.  They  are  short  and  close  in 
design*  and  to  a  great  extent  lean  on  the  tones  of  the  hunting 
horn.  We  quote  a  few  that  will  attract  the  hearer’s  attention: 
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The  first  movement,  of  which  the  above  are  the  themes,  is 
an  Allegro  ma  non  troppo,  and  is  in  keeping  with  t.he  general 
description  we  have  given  of  the  music. 

The  Andante  molto  moto  gives  voice  to  the  listless  dream¬ 
ing  of  the  wayfarer  who  is  resting  at  the  bank  of  the  brook. 
The  monotonous  accompaniment,  sustained  through  nearly  the 
entire  movement  by  the  strings,  is  of  a  flowing  figure,  contain¬ 
ing  a  gentle  rise  and  return  to  its  level.  The  first  violins  give 
out  the  principal  melodic  theme,  while  the  wind  instruments 
respond  with  the  second  phrase.  Short  figures  abound,  flitting 
about  among  the  different  instruments,  sometimes  in  imitation, 
again  in  euphonious*  thirds  or  sixths,  and  at  times  a  brief  trill 
or  the  short  snapping  of  pizzicato'  notes.  Its  effect  is  that 
of  the  evening  air  alive  with  songs  of  birds  and  the  buzz  of 
insects.  In  the  last  twelve  measures  of  this  movement,  the 
composer  even  introduces  the  bird-songs  —  a  proceeding  which 
has  been  pronounced  childish  and  utterly  unworthy  of  Beet¬ 
hoven,  but  which  to  the  unprejudiced  listener  seems  to  belong 
in  its  connection. 

The  third  movement,  representing  the  Minuet,  introduces 
the  purely  human  element.  The  first  eight  measures  usher  in 
the  country  people  tripping  briskly  along.  In  the  next  phrase 
we  approach  the  dance  proper  with  its  “  band  accompaniment.” 
The  minuet-like  movement  is  interrupted  by  a  short  Tempo 
d’allegro,  which  seems  like  the  change  to  another  dance,  though 
being  rather  more  boisterous  it  comes  to  a  close  by  two  short 
pauses,  as  if  to  give  the  dancers  a  chance  to  catch  their  breaths 
before  returning  to  the  triple  time  of  the  Minuet  closing  the 
movement. 

The  next  movement,  an  Allegro  in  A  flat,  is  entitled  “  Thun¬ 
der-storm,”  and  brings  before  us  the  lowering  sky,  the  distant 
rumbling  of  thunder,  the  sultry  air,  and  the  storm  breaking 
forth  in  all  its  fury.  It  soon  passes  over,  however.  Without 
interruption,  the  closing  measure  leads  into  the  last  movement 
—  the  shepherd’s  song  of  joy,  and  his  feeling  of  relief  from 
the  dangers  of  the  tempest.  The  motives  are  formed  from  the 
representative  intervals  of  the  instruments  chiefly  used  by 
shepherds,  and  move  in  the  steps  of  the  chord  rather  than  in 
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the  successive  notes  of  the  scale,  although  the  middle  section  of 
the  movement  brings  the  violins  to  the  front  with  just  such 
runs  as  were  excluded  from  the  first  part,  which  more  strictly 
represent  the  song  of  the  shepherd.  The  movement  closes  with 
one  of  those  dynamic  contrasts  in  which  Beethoven  delighted. 
After  the  horn  once  more  sings  the  principal  theme  — 


softly,  and  while  the  violins  are  twining  around  it  in  a  descend¬ 
ing  figure,  the  whole  orchestra  breaks  in  suddenly  and  without 
any  preparation  on  the  closing  chord  fortissimo^  as  indicated 
above. 


Symphony  No.  7,  in  A  Major.  Op.  92 

1.  Poco  sostenuto.  Vivace.  3.  Presto.  Presto  MENO  ASSAI. 

2.  Allegretto.  4.  Finale.  Allegro  con  brio. 

The  Seventh  Symphony,  which  vies  in  popularity  with  the 
Fifth,  was  finished  in  the  year  1812,  and  was  first  performed 
December  8,  1813,  at  a  concert  in  Vienna.  Of  all  the  Beet¬ 
hoven  symphonies,  it  is  the  most  romantic,  as  well  as  the  most 
happy.  The  composer  left  no  clew  to  its  meaning,  though  we 
know  from  his  letters  that  he  esteemed  it  as  one  of  his  best 
works.  Richard  Wagner,  with  his  keen  insight  into  the  sub¬ 
jectivity  of  music,  declares  that  it  is  the  apotheosis  of  the 
dance,  the  ideal  embodiment  in  tones  of  the  bodily  movement 
—  a  definition  which  admirably  applies  to  the  symphony,  as 
nearly  all  its  motives  are  ideally  perfect  dance  rhythms. 

The  introduction  is  almost  a  movement  in  itself,  and  con¬ 
tains  one  of  the  happiest  and  most  delicate  phrases  to  be 
found  anywhere  in  Beethoven’s  music,  as  follows: 
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JL 
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This  episode  occurs  twice,  preceded  and  followed  by  ascend¬ 
ing  scales  running  through  two  octaves,  which  are  significant 
for  the  very  staccato  manner  in  which  they  are  given.  The 
last  part  of  the  above  quotation  is  reiterated  during  a  short 
crescendo,  and  suddenly  resolves  into  the  note  E,  given  out  by 
all  the  instruments  fortissimo  and  repeated  during  the  remain¬ 
ing  ten  measures  of  the  introduction  and  the  first  four  bars  of 
the  following  Vivace,  in  various  rhythms.  At  the  entrance  of 
the  new  movement  it  has  the  dotted  rhythm  of  the  quail-call, 
which  is  the  predominating  feature  of  the  whole  movement: 


The  opening  suggests  the  dancing  along  of  a  bevy  of  happy 
girls  followed  by  a  reckless  plunge  into  hilarity.  Sudden 
pianissimos  followed  by  fortissimos,  harmonic  changes  for 
which  there  is  no  time  to  prepare  in  the  general  rush  —  these 
are  the  characteristics  of  the  first  part.  The  ill-tempered 
outbreak  at  the  end  of  this  part  is  repeated  at  the  beginning 
of  the  second,  only  the  flutes  scream  a  third  higher  than 
before;  then  a  pause,  and  the  violins  move  off  again  pianissimo, 
while  the  basses  come  in  with  a  long  scale  in  the  same  rhythm. 
The  Coda  contains  one  of  those  phrases  which  by  their  monoto¬ 
nous  repeats  partake  somewhat  of  the  nature  of  a  pedal  point ; 
and  on  the  other  hand  remind  us  of  the  peculiarity  of  Slavonic 
music,  in  which  this  monotonous  repeat  of  one  figure  plays  so 
characteristic  a  part.  The  basses  support  a  steady  crescendo 
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from  pianissimo  to  fortissimo  during  twenty-two  measures  with 
this  figure: 
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The  Allegretto,  which  takes  the  place  of  the  slow  movement, 
is  built  up  on  the  following  rhythmic  figure:  1  J  I  J  J  |. 
The  melody  of  the  first  part  moves  within  the  interval  of  a 
third,  and  is  of  the  simplest  construction.  The  movement  itself 
is  constructed  on  a  long  crescendo  as  gradual  as  it  is  persistent, 
and  irresistible  in  its  natural  strength.  The  second  part  opens 


accompanied  in  triplets  by  the  violins.  A  short  interlude  of 
staccato  scales  brings  us  back  to  the  first  theme,  which  is 
now  worked  up  in  the  accompaniment  in  the  style  of  a  varia¬ 
tion.  Then  the  A  major  episode  is  repeated.  The  Coda,  after 
a  few  sudden  dynamic  transitions,  falls  back  on  the  original 
theme  and  dies  away  in  a  pianissimo. 

The  Scherzo,  marked  “  Presto,”  opens  with  the  simple 
device  of  moving  through  the  intervals  of  the  chord  of  F,  but 
stamped  by  the  master’s  hand  with  the  form  at  a: 
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followed  by  a  descending  scale  motive,  b.  The  third  motive, 
growing  out  of  c,  furnishes  by  the  repetition  of  the  half-steps 
the  principal  material  for  the  middle  section  of  the  second 
part.  The  last  four  measures  of  the  Presto  dwell  on  a  pro¬ 
longed  A  held  by  all  the  instruments,  bringing  in  some  part  of 
the  orchestra  throughout  the  whole  Trio,  which  changes  into 
the  key  of  D  major.  This  A,  suspended  in  mid-air  as  it  were, 
with  only  an  occasional  pulsation  into  the  G  sharp  below, 
sheds  an  air  of  serenity  over  the  whole  which  greatly  enhances 
the  restfulness  of  the  melodic  theme: 


The  second  part  contains  a  most  peculiar  effect  for  the  sec¬ 
ond  horn,  which  on  a  low  A  and  G  sharp  in  different  rhythms 
for  twenty-six  measures  leads  to  a  fortissimo  repeat  of  the 
main  theme,  the  trumpets  ringing  out  the  sustained  A,  sup¬ 
ported  by  the  kettle-drums.  An  interlude  leads  back  to  the 
Presto.  The  Trio  is  then  played  again,  followed  by  another 
repeat  of  the  Presto  and  a  short  Coda,  reminding  one  of  the 
Scherzo  in  the  Fourth  Symphony. 

The  last  movement,  Allegro  con  brio,  takes  up  the  joyous 
strain  of  the  first  movement  and  opens  with  a  whirling  figure 
in  the  violins,  supplemented  by  a  figure  accompanied  by  full, 
short  strokes  of  the  string  instruments.  It  is  in  the  dance 
rhythm  throughout,  justifying  Wagner’s  characterization 
already  quoted.  Berlioz  and  Ambros  call  the  symphony  a  rus¬ 
tic  wedding;  Marx,  Moorish  knighthood;  Oulibishev,  a  masked 
ball,  and  Bischoff,  a  sequel  to  the  Pastoral  Symphony. 

The  following  two  motives  complete  the  material  for  this 
movement : 
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The  lightness  and  grace  of  the  theme  at  a  and  the  dance-like 
rhythm  at  b,  with  the  mazurka  accentuation  of  the  second 
quarter,  the  use  of  dotted  groups  in  the  connecting  phrases,  the 
almost  martial  tread  produced  by  the  frequent  employment  of 
full  chords,  abruptly  and  forcibly  marking  the  beats,  the  fre¬ 
quent  changes  of  key,  etc.  —  all  these  factors  impart  to  the 
movement  an  exuberant  spirit  which  stamps  it  and  the  whole 
symphony  as  one  of  the  most  complete  expressions  of  whole- 
souled  enjoyment  of  life  our  musical  literature  contains. 


Symphony  No.  8,  in  F.  Op.  98 

1.  Allegro  vivace  e  cox  brio.  3.  Mexuetto  e  Trio. 

2.  Allegretto  scherzaxdo.  4.  Fix  ale.  Allegro  vivace. 

The  Eighth  Symphony  was  written  in  1812  at  Linz,  whither 
Beethoven  had  repaired  upon  the  advice  of  his  physician  for 
the  benefit  of  his  health.  It  was  composed  at  a  sad  period  of 
his  life,  for  besides  his  sufferings  from  shattered  health  he  was 
engaged  in  a  most  unpleasant  lawsuit  forced  upon  him  by  his 
unworthy  sister-in-law  and  undertaken  in  the  interest  of  a 
graceless  nephew.  Notwithstanding  these  depressing  events 
the  symphony  is  one  of  the  brightest,  most  cheerful,  and  most 
humorous  works  that  he  ever  conceived.  He  speaks  of  it  him¬ 
self  in  a  letter  as  the  “  Kleine  Sinfonie  in  F,”  not  that  it  was 
little,  but  to  distinguish  it  from  the  “  Grosse  Sinfonie  in  A  ” 
(the  Seventh)  composed  in  the  same  year. 

As  if  serious  preparation  were  unnecessary  he  plunges  at 
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once  into  the  work  and  opens  the  first  Allegro  with  the  main 
theme: 
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An  intermediate  phrase  leads  into  the  second  theme  which, 
containing  a  short  ritardando,  is  then  repeated  in  the  wind 
instruments,  and  after  a  series  of  modulations  runs  into  a 
motive  for  the  full  orchestra: 


The  first  part  closes  with  the  following  skipping  figure: 


which  is  in  reality  only  an  extension  into  the  octave  of  the 
motive  of  b.  The  latter  is  frequently  utilized  during  the  sec¬ 
ond  part  in  connection  with  the  motive  from  the  opening 
phrase,  which  is  employed  with  all  the  art  of  the  contrapuntist 
either  in  imitations  or  enlarged  into  longer  phrases  for  the 
basses,  which  during  seventy-six  measures  really  dominate 
the  melody  and  finally  rest  on  the  octave  skip  at  e.  Then  fol¬ 
lows  a  pianissimo  passage,  which  leads  in  canon  form  through 
a  crescendo  to  a  hold,  after  which  a  Coda  brings  the  first 
movement  to  a  close. 

The  slow  movement  is  again  supplanted  by  an  Allegretto 
scherzando.  It  is  the  well-known  — 


Oboes. 
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which  depends  on  its  staccato  character  and  fine  instrumenta¬ 
tion  for  its  daintiness,  and  has  only  one  legato  phrase  in  the 
whole  movement. 

The  Minuet  appears  this  time  in  its  own  true  character, 
and  develops  the  stately  dance  with  its  gliding  figures  to  per¬ 
fection.  The  third  part,  or  Trio,  has  this  opening  for  the 
horns — < 


The  Minuet  is  then  repeated. 

The  last  part  opens  with  this  tremulous  figure  for  the 
violins,  pianissimo: 
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The  second  theme  is  the  following  cantilena: 


After  a  jubilant  fortissimo  about  the  middle  of  the  move¬ 
ment,  the  music  is  interrupted  by  frequent  rests,  the  triplet 
figure  gliding  past,  stopping  short,  then  rushing  on  again  to 
a  second  hold,  after  which  a  new  design  is  introduced  in  a 
descending  scale  in  the  strings,  and  is  opposed  in  the  wind 
instruments  by  a  similar  scale,  ascending.  These  scales  move 
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quietly  and  pianissimo  in  semibreves,  while  the  triplet  figure 
is  flitting  about  here  and  there  until  the  scale  motive  is  brought 
in,  fortissimo.  The  main  themes  are  once  more  hastily  touched, 
and  the  movement  exhausts  itself  in  a  long  repetition  of  the 
final  chord,  as  if  trying  to  reach  the  longed-for  rest. 


Symphony  No.  9,  in  D  Minor  (Choral).  Op.  125 

I.  Instrumental 

1.  Allegro  ma  non  troppo,  un  poco  maestoso. 

2.  Scherzo,  molto  vivace;  Trio,  presto. 

3.  Adagio  molto  e  cantabile. 

4.  Recitative,  Presto;  Allegro  ma  non  troppo,  etc. 

5.  Allegro  assai. 


II.  Vocal 


1.  Recitative. 

2.  Quartette  and  Chorus:  Allegro  assai. 

3.  Tenor  Solo  and  Chorus:  Allegro  assai  vivace;  Alla  marcia. 

4.  Chorus:  Andante  maestoso. 

5.  Chorus:  Allegro  energico,  sempre  ben  marcato. 

6.  Quartette  and  Chorus:  Allegro  ma  non  tanto. 

7.  Chorus:  Prestissimo. 

The  Ninth,  or  “Choral,”  Symphony,  written  in  1823,  the 
last  of  the  immortal  group,  stands  prominently  out  among 
all  other  works  of  its  class  by  its  combination  of  voices  and 
instruments.  Before  its  composition,  Beethoven  had  been  pre¬ 
paring  the  way  for  such  a  union.  In  the  Choral  Fantasie, 
written  in  1808,  he  advanced  upon  the  idea  by  employing  a 
chorus  in  the  Finale;  but  in  the  Choral  Symphony  he  made  a 
still  bolder  advance,  and  introduced  a  chorus  with  variations 
on  a  colossal  scale.  There  is  a  striking  resemblance  between 
the  two  in  the  choral  parts,  and  Beethoven  himself  describes 
the  symphony  as  being  “  in  the  style  of  the  Pianoforte  Choral 
Fantasie,  but  on  a  far  larger  scale.”  Schiller’s  “An  die 
Freude,”  the  “Ode  to  Joy,”  was  selected  by  Beethoven  for 
the  Finale. 
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The  symphohy  is  without  introduction  proper.  There  is  a 
prologue  introducing  the  first  subject,  “always  pianissimo,” 
in  which  the  instruments  seem  to  be  feeling  their  way.  It 
begins  with  an  incomplete  chord,  ’cello,  second  violin,  and 
horns,  the  first  violins  following  sotto  voce.  After  a  repetition 
the  real  work  begins.  Against  the  background  of  the  second 
violins  and  ’cellos,  strengthened  by  the  sustained  tones  of  the 
horns,  clarinets,  and  flutes,  the  violins,  tenors,  and  contrabasses 
appear  in  broken  phrases.  Then  the  wind  instruments  come 
in  one  by  one,  and  at  last  with  a  mighty  crescendo  the  whole 
orchestra  in  unison  sweeps  into  the  first  subject: 


The  great  crescendo  dies  away,  but  the  titanic  crash  is  renewed 
again  and  again  whenever  the  theme  occurs.  The  second 
subj  ect  — 
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is  in  striking  contrast  with  the  first,  being  tranquil  and  gentle 
in  its  inception.  At  its  conclusion,  the  violins  announce  another 


50 


THE  STANDARD  CONCERT  GUIDE 


energetic  phrase,  at  last  reaching  an  episode  from  which  is 
developed  a  brief  but  very  melodious  passage  followed  by  a 
second  episode  for  the  strings  in  unison,  that  leads  on  to  the 
close  of  the  first  part  of  the  movement,  ending  fortissimo  and 
in  unison.  This  division  is  not  repeated.  In  its  place  Beet¬ 
hoven  proceeds  with  the  working  out  of  his  materials,  the 
orchestral  parts  moving  independently  of  each  other  and  fre¬ 
quently  opposed,  yet  forming  well-developed  parts  of  a  grand 
whole,  until  the  Coda  is  reached.  The  old  subjects  and  epi- 
'  sodes  are  worked  up  with  profound  skill ;  but  before  he  closes, 
a  new  and  darker  sub j  ect  appears  in  the  strings,  companion  to 
a  threnody  sung  by  the  reeds,  the  strings  repeating  a  chromatic 
passage  through  and  above  which  is  heard  the  wail  of  the 
oboes,  until  the  movement  closes  with  a  powerful  outburst. 

After  twelve  bars  of  prelude  the  orchestra  is  fairly  launched 
into  the  Scherzo,  as  follows : 


Molto  vivace. 


in  which  all  the  instruments  successively  join  with  spirited 
and  brilliant  effect.  The  wind  instruments  follow  with  a  seer 
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ond  theme,  accompanied  by  the  strings,  which,  after  repetition, 
leads  up  to  still  other  tuneful  motives  given  out  by  the  winds. 
The  Scherzo  closes  pianissimo,  but  at  last  the  horns  and  trom¬ 
bones  joyfully  announce  the  Trio  with  its  charming  pastoral 
opening : 


Oboes  and  Clarinet. 
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A  vivacious  subject  for  violas  and  ’cellos  follows  the  first,  and 
then  the  horns  join  in  the  principal  theme  until  the  Coda  is 
reached,  in  which  the  whole  orchestra  enters  with  the  utmost 
joyousness. 

The  third  movement  changes  to  celestial  rest  and  serenity, 
and  is  among  the  noblest,  purest,  and  most  grandly  beautiful 
hymns  of  joy  the  great  master  has  written.  It  is  made  up  of 
two  distinct  subjects  differing  in  every  musical  respect,  which 
are  alternately  developed  until  the  second  disappears.  The 
first  for  delicious  repose  and  ethereal  sweetness  can  hardly 
be  excelled  in  the  whole  realm  of  musical  art.  It  is  taken  by 
the  quartet  of  strings  with  interludes  by  the  clarinets  and 
horns,  as  follows: 
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Adagio  molto  e  cantabile. 
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After  the  strings  have  finished  the  melody,  and  the  first  part 
of  the  movement  comes  to  a  close,  the  time  changes  as  well  as 
the  key,  and  the  second  violins  and  tenors  announce  the  fol¬ 
lowing  subj  ect  in  unison : 


Andante  moderato.  Con  expressione. 
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The  transition  from  this  serene  movement  to  the  Finale  is 
a  startling  one.  The  wind  instruments  and  drums,  reinforced 
by  the  double-bassoon,  break  out  in  a  most  clamorous  fanfare, 
which  is  interrupted  by  a  recitative  passage  for  the  double- 
basses.  Again  the  recitative  is  heard,  and  again  the  clamor; 
but  at  last  there  is  an  instant’s  hush.  The  opening  bars  of 
the  first  three  movements  appear,  alternating  with  recitative, 
but  these  evidently  are  not  wanted.  At  last  the  final  theme 
is  foreshadowed,  quietly  and  almost  timidly,  until  the  ’cellos 
and  basses  vigorously  and  unmistakably  give  it  out  in  the  set¬ 
ting  of  the  “  Hymn  of  Joy  ”  : 
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Allegro  assai. 


Next  the  violas  and  ’cellos  take  the  theme,  then  the  first 
violins,  and  at  last  the  whole  orchestra  in  full  force.  After  its 
variation,  the  ominous  clamor  which  introduced  the  Presto  is 
heard  again.  This  time  it  is  not  interrupted  by  the  basses, 
but  by  the  solo  barytone  intoning  the  recitative  (“O  Brothers, 
these  Tones  no  longer!  Rather  let  us  join  to  sing  in  cheerful 
measures  a  Song  of  Joyfulness”).  The  same  voice  sings  the 
Hymn,  accompanied  by  the  oboes  and  clarinets,  and  is  followed 
by  the  chorus,  at  first  without  the  sopranos,  and  alternating 
with  the  solo  quartet  (“  Hail  thee,  Joy,  from  Heaven  descend¬ 
ing,  Daughter  from  Elysium!”). 

Now  the  orchestra  resounds  with  martial  strains  in  which 
the  percussion  instruments  are  used  with  powerful  effect,  intro¬ 
ducing  the  tenor  solo,  with  chorus,  in  a  variation  of  the  theme, 
“  Joyful  like  her  Sons  so  glorious.”  The  next  number  is  also 
for  chorus,  and  its  solemnity  and  religious  sentiment  finely  con¬ 
trast  with  the  martial  clang  of  its  predecessor.  It  is  at  first 
given  out  by  the  male  voices,  the  female  voices  following 
(“Millions,  loving,  I  embrace  you”).  Following  this  comes 
a  chorus  full  of  spirit,  with  a  lively  accompaniment,  based 
upon  the  two  related  themes  that  have  been  employed  (“  Hail 
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thee,  Joy,  from  Heaven  descending.  Daughter  from  Elysium,” 
etc.,).  The  solo  quartet  again  intones  the  Hymn,  alternating 
with  chorus  (“  Hail  thee.  Daughter  from  Elysium,  thine  En¬ 
chantments  bind  together  ”).  The  time  is  gradually  accelerated 
to  a  Prestissimo,  and  voices  and  orchestra  in  full  volume  close 
the  work  with  the  triumphant  shout: 

“  Millions,  loving,  I  embrace  you. 

All  the  world  this  kiss  I  send,”  etc. 


The  Fidelia  Overtures 

.Beethoven’s  only  opera,  “Fidelio,”  was  first  produced  in 
Vienna,  November  20,  1805,  under  the  title  of  “Leonora,” 
with  the  overture  now  known  as  “Leonora  No.  2.”  Subse¬ 
quently  the  opera  was  shortened  and  produced  with  a  new 
overture,  the  “Leonora  No.  3.”  After  a  few  performances  it 
was  withdrawn,  but  in  1806,  anticipating  its  production  under 
the  name  of  “  Fidelio,”  he  wrote  a  third  overture,  usually  called 
“Leonora  No.  1.”  The  performance  did  not  take  place  how¬ 
ever,  but  in  1814  a  revision  of  the  opera  was  given  in  its  pres¬ 
ent  form  as  “  Fidelio,”  with  an  entirely  new  overture.  The 
chronological  sequence  of  these  overtures  is  as  follows :  Leonora 
No.  2  in  C,  op.  72,  1805;  Leonora  No.  3  in  C,  op.  72,  1806; 
Leonora  No.  1  in  C,  op.  138,  1807 ;  Fidelio  in  E,  op.  72,  1814. 
To  avoid  confusion,  the  overtures  will  be  considered  in  this 
order. 


Leonora  Overture  No.  2.  Op.  72 

The  overture  played  at  the  first  performance  of  “Fidelio” 
was  the  “Leonora  No.  2,”  as  already  stated.  Its  principal 
numbers  are  an  Adagio  introduction,  in  which  Florestan’s  aria 
(“In  the  Spring  Days  of  Youth”)  from  the  second  act  ap¬ 
pears;  an  Allegro  containing  the  principal  themes  of  the 
“Leonora  No.  3,”  with  the  two  trumpet  calls;  an  Adagio  epi¬ 
sode  reproducing  the  Florestan  aria,  which  eventually  gives 
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way  to  a  new  theme  developed  in  the  violins  and  leading  up  to 
a  stirring,  vigorous  Coda  and  Finale.  It  is  stated  by  some 
authorities  that  the  overture  was  withdrawn  because  the  wind 
instrument  parts  were  found  to  be  too  difficult.  Others,  how¬ 
ever,  are  of  opinion  that  after  the  first  performance  of  the 
opera  Beethoven  was  dissatisfied  because  the  overture  did  not 
clearly  express  his  ideas.  However  this  may  be,  it  is  certain 
that  he  recast  it,  condensed  the  leading  subjects,  added  fresh 
themes,  and  made  a  new  overture,  known  as  “  Leonora  No.  8.” 


Leonora  Overture  No.  S.  Op.  72 

The  title-page  of  this  majestic  overture,  which  is  a  model 
for  all  dramatic  preludes,  bears  the  inscription,  “  Ouverture  a 
grand  orchestre  de  l’opera  ‘  Leonore,’  par  L.  van  Beethoven.” 
It  opens  with  an  Adagio  in  C  major,  fortissimo,  in  full  orches¬ 
tra,  followed  by  a  scale  passage  which  some  critics  conjecture 
describes  the  descent  into  the  gloomy  depths  of  Florestan’s 
dungeon.  Following  this  passage,  the  clarinet  and  bassoon 
sing  Florestan’s  dungeon  aria,  “  In  the  Springtime  of  Youth,” 
with  string  accompaniment.  Immediately  mysterious  prelud- 
ings  are  heard  in  the  strings,  accompanied  by  lighter  work  in 
the  flutes  and  first  violins  and  bits  from  the  Florestan  theme 
given  out  by  the  basses.  A  short  climax  is  followed  by  an  out¬ 
burst  of  the  full  orchestra,  leading  to  the  Allegro.  It  opens 
pianissimo,  with  the  first  theme  announced  by  the  first  violins 
and  ’cellos  in  octaves.  Its  development  leads  to  a  fortissimo  in 
which  the  theme  is  elaborated  at  considerable  length.  The 
second  theme  is  introduced  in  the  horns,  thence  passing  to  the 
first  violins  and  flute.  As  the  development  draws  to  a  close  a 
climax  is  reached,  after  which  ensues  a  dramatic  episode  of 
great  power,  in  which  the  trumpet  calls  each  time  announce 
the  approaching  deliverance,  followed  by  a  fervid  and  im¬ 
pressive  song  of  thanksgiving.  The  third  section  of  the  over¬ 
ture  opens  piano,  with  a  flute  solo.  A  crescendo  follows,  after 
which  the  theme  is  repeated  fortissimo  and  developed  most 
elaborately.  The  second  theme  now  reappears,  followed  by 
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development  of  a  figure  from  the  first  theme,  leading  to  the 
Coda,  and  closing  the  overture  with  an  overwhelming  outburst 
of  gladness  and  triumph. 


Leonora  Overture  No.  1.  Op.  138 

The  Leonora  Overture  No.  1,  is  a  posthumous  work.  As  it 
is  almost  entirely  unknown  in  the  modern  concert-room  its 
analysis  becomes  unnecessary.  After  its  completion  Beethoven 
had  doubts  of  its  effectiveness,  and  accordingly  tested  it  with 
a  small  orchestra.  It  was  much  too  light  for  the  opera,  and 
in  consequence  it  was  laid  aside  and  was  not  played  in  public 
during  the  composer’s  lifetime,  its  first  performance  having 
taken  place  in  Vienna  in  1828,  and  Beethoven  died  in  1827. 
The  composer  gave  it  the  title  of  “  Characteristic  Overture 
in  C.”  In  its  general  construction  it  resembles  the  Fidelio 
Overture  in  E,  op.  72. 


Fidelio  Overture.  Op.  72 

The  libretto  of  “Fidelio”  was  revised  and  the  score  remod¬ 
eled  in  1814.  It  was  Beethoven’s  original  intention  to  revise 
the  Overture  No.  1  for  it,  but  he  ultimately  changed  his 
purpose  and  wrote  the  overture  known  as  the  “  Fidelio.”  It 
was  played  for  the  first  time  at  the  Karnthnerthor  Theater, 
Vienna,  May  23,  1814.  The  overture  opens  with  a  short  unison 
Allegro  in  the  string  and  wind  instruments,  followed  by  an 
Adagio  in  the  horns  and  clarinet.  The  opening  measures  are 
then  repeated  and  the  Adagio  reappears,  the  horn  theme  being 
taken  in  the  wind  instruments.  After  development  the  theme 
returns  in  the  wood  winds,  and  again  appears  for  the  horn, 
leading  to  the  main  Allegro  of  the  overture.  The  wind  instru¬ 
ments  sound  a  crescendo  chord  and  the  first  theme  is  outlined 
by  the  second  horn,  answered  by  clarinet,  and  then  developed 
by  full  orchestra.  The  strings  give  out  the  second  theme,  which 
is  briefly  treated.  In  the  closing  section  of  the  overture  the 
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first  theme  is  heard  in  the  horns,  accompanied  by  violin  pas¬ 
sages.  At  the  conclusion  of  the  Allegro  development  the 
Adagio  episode  returns,  leading  to  the  Presto  Coda,  in  which  a 
familiar  phrase  from  the  first  theme  is  worked  up  to  a  climax 
of  exultation  closing  an  overture  which  has  been  called  “  an 
example  of  perfect  beauty.”  Of  the  four  overtures,  however, 
the  No.  3  will  always  remain  an  example  of  supreme  beauty 
and  symmetry  as  well  as  of  dramatic  power. 


Overture  to  Prometheus.  Op.  Jf.3 

The  Prometheus  Overture  was  written  for  the  ballet  of  the 
same  name,  produced  for  the  first  time  at  the  Imperial  Hof 
Theater,  Vienna,  in  1801,  and  announced  as  “  ‘Die  Geschopfe 
des  Prometheus’  (‘The  Creations  of  Prometheus’),  an  heroic- 
allegorical  ballet  in  two  acts.”  The  overture  opens  with  a 
brief  but  impressive  Adagio,  followed  by  a  melody  for  oboe. 
A  slow  movement  leads  to  an  Allegro,  opening  with  a  quick 
passage  in  the  first  violins,  accompanied  by  the  other  strings. 
After  a  vigorous  repeat  the  second  subject  appears  in  the  wind 
instruments.  The  theme  is  briefly  treated  and  followed  by 
some  vigorous  passages.  The  violin  theme  repeats  and  leads 
to  an  impressive  subject  in  the  basses.  The  themes  are  then 
repeated  in  order  and  a  stirring  Coda  closes  the  overture. 


Overture  to  Coriolanus.  Op.  62 

The  overture  to  “Coriolanus”  was  written  in  1807  and  was 
first  publicly  performed  in  Vienna  in  December  of  the  same 
year.  It  was  not  composed  as  a  prelude  to  Shakespeare’s 
tragedy  of  “  Coriolanus,”  but  to  a  drama  by  the  German  poet, 
Heinrich  Josef  von  Collin,  to  whom  the  overture  is  dedicated. 
The  story,  only  one  passage  of  which  is  illustrated  in  the 
overture,  follows  history,  the  main  incidents  being  the  alliance 
which  the  defiant  Roman  patrician,  Coriolanus,  made  against 
the  city  after  his  banishment,  the  pleading  of  his  mother,  wife. 
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and  children  that  he  should  return  to  his  allegiance,  his  aban¬ 
donment  of  the  allies,  and  his  tragic  death. 

The  overture  is  written  in  a  single  movement  and  without  an 
introduction.  It  opens  with  a  unison  in  the  strings,  followed 
by  a  sharply  sounded  chord  in  full  orchestra.  After  a  double 
repetition  and  two  more  chords,  the  principal  theme  is  an¬ 
nounced,  indicative  of  the  heroic  character  of  Coriolanus  and 
the  spirit  of  unrest  which  has  possessed  him.  It  is  given  out 
by  the  violins  and  violas  and  after  a  somewhat  brief  develop¬ 
ment  is  followed  by  a  beautiful  second  theme  which  typifies 
the  gentler  and  tenderer  attributes.  Later  on,  a  third  theme 
enters,  a  fugue  in  the  violins  worked  up  with  an  arpeggio  in 
the  violas  and  ’cellos,  the  development  of  which  closes  the 
first  section  of  the  movement.  The  second  consists  of  a  repe¬ 
tition  of  the  same  materials  with  some  variations.  The  devel¬ 
opment  leads  to  an  intensely  passionate  and  dramatic  Coda, 
descriptive  of  the  death  of  Coriolanus.  There  have  been  few, 
if  any,  more  effective  finales  than  the  tragic  ending  of  this 
overture,  with  its  fragmentary  allusion  to  the  opening  theme, 
its  gradual  ebbing  away,  and,  at  the  last,  those  three  soft  notes 
which  clearly  are  the  last  pulsations  of  the  dying  hero. 


Overture  to  Egmont.  Op.  8J/. 

The  overture  and  incidental  music  to  Goethe’s  “  Egmont  ” 
were  written  by  Beethoven  in  the  years  1809-1810.  The  plot 
of  the  drama  follows  the  historical  narrative  of  the  life  of  the 
Count  of  Egmont,  the  Flemish  nobleman,  who,  although  a 
Catholic,  opposed  the  government  which.  Philip  sought  to 
establish  in  the  Netherlands,  and  became  one  of  the  associates 
of  William  of  Orange  in  his  struggle  for  Netherlandish  lib¬ 
erty.  By  a  treacherous  conspiracy  on  the  part  of  the  infamous 
Duke  of  Alva,  he  was  captured  and  executed,  September  9, 
1567. 

The  overture  opens  with  a  short  Andante  introduction,  fol¬ 
lowed  by  a  theme  in  Sarabande  tempo  given  out  in  full  har¬ 
mony  by  the  strings.  Wood  winds  and  strings  reply  in  a 
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subdued  strain,  leading  to  a  fortissimo  in  full  orchestra,  fol¬ 
lowed  by  an  impressive  repetition  of  portions  of  the  Sarabande. 
The  wood  wind  passages  return  again,  followed  by  a  new 
passage,  pianissimo  in  the  first  violins,  accompanied  by  a 
tremolo  in  the  other  strings  and  a  repetition  of  the  Sarabande 
in  the  basses.  The  Allegro,  or  main  section  of  the  overture, 
opens  with  a  crescendo,  at  the  close  of  which  the  strings  give 
out  the  first  theme.  Then  follows  passage  work,  leading  to 
the  second  theme,  bearing  close  relation  to  the  Sarabande, 
which  is  given  out  fortissimo  by  the  strings.  The  development 
leads  to  a  tremendous  climax.  The  Coda  is  composed  of  en¬ 
tirely  new  material.  The  close  is  a  jubilant,  mighty  fanfare  in 
full  orchestra. 

Overture  to  King  Stephen.  Op.  117 

In  1811  the  managers  of  the  New  Theater  at  Pesth  com¬ 
missioned  the  poet  Kotzebue  to  prepare  a  trilogy,  based  upon 
Hungarian  historical  subjects,  suitable  for  the  occasion  of  its 
opening,  and  engaged  Beethoven  to  compose  the  vocal  and 
instrumental  music  to  accompany  it.  Both  poet  and  composer 
accepted  the  task.  The  full  title  of  Beethoven’s  score  is  “  King 
Stephen,  Hungary’s  first  Benefactor,  a  Prologue  in  one  act 
by  Kotzebue,  Music  by  Ludwig  van  Beethoven,  written  for  the 
Opening  of  the  New  Theater  in  Pesth,  February  9,  1812.” 

The  overture  commences  with  four  calls  in  the  trumpets, 
horns,  bassoons,  and  strings,  followed  by  a  march  theme  an¬ 
nounced  by  the  flute,  accompanied  by  the  wood  winds,  horns, 
and  strings,  pizzicato.  The  march  is  interrupted  by  four  more 
calls,  and  then  is  resumed,  leading  to  the  main  section  of  the 
overture.  A  theme  of  a  martial  character  begins  in  the  wood 
winds  and  horns.  After  its  development,  a  second  theme  is 
introduced,  which  is  the  first  phrase  of  the  vocal  theme  in  the 
finale  of  the  Ninth  Symphony,  showing  how  persistently  Beet¬ 
hoven  was  haunted  by  the  ideas  which  finally  were  worked 
out  in  the  Choral  Symphony.  The  march  theme  then  returns, 
and  the  two  themes  of  the  Presto  are  brilliantly  developed.  A 
stirring  Coda  brings  the  overture  to  its  close. 


60  THE  STANDARD  CONCERT  GUIDE 


Overture ,  The  Consecration  of  the  House.  Op.  12Jf 

The  overture  “  Consecration  of  the  House  ”  is  in  reality  the 
second  overture  to  “  The  Ruins  of  Athens.”  The  success  of 
that  allegory  at  the  opening  of  the  New  Theater  in  Pesth  led 
to  an  adaptation  of  the  same  play  for  the  opening  of  the 
Josephstadt  Theater  in  Vienna,  October  3,  1822.  Beethoven 
revised  the  music  and  added  a  final  chorus  with  violin  solo 
and  ballet,  besides  substituting  the  new  overture  for  the  orig¬ 
inal  one.  It  is  also  known  as  the  “  Overture  in  Handel’s  Style.” 

The  overture  opens  with  an  introduction  set  to  the  rhythm 
of  a  stately  festal  march,  as  if  heard  in  the  distance.  As  the 
imaginary  procession  approaches  nearer,  the  march  intensifies 
in  distinctness  and  volume,  closing  with  trumpet  fanfares  and 
kettle-drum  beats  announcing  the  arrival.  An  imitation  passage 
follows,  describing  the  hurrying  and  excitement  of  the  crowd 
by  runs  in  the  bassoon,  extending  to  the  violins.  The  trumpets 
and  drums  resume,  leading  to  an  interlude  connecting  with  the 
body  of  the  overture  an  Allegro  in  fugato  style.  The  Allegro 
is  long  and  devoted  entirely  to  the  working  out  of  the  theme, 
both  in  single  and  double  counterpoint,  the  theme  appearing 
in  the  first  violins,  flute,  and  oboe,  and  a  counter  theme  in  the 
second  violins  and  clarinets,  the  whole  coming  to  a  most  bril¬ 
liant  and  effective  close. 


Choral  Fantasie  in  C  Minor.  Op.  80 

[For  Piano,  Orchestra,  and  Chorus] 

1.  Adagio  (Piano). 

2.  Finale,  Allegro. 

a.  Allegro  (Orchestra). 

b.  Meno  Allegro  (Piano  and  Orchestra). 

c.  Allegretto,  ma  non  troppo  (Chorus). 

Beethoven’s  sketch-book  shows  that  some  of  the  materials 
for  the  Choral  Fantasie  were  collected  as  early  as  1800,  though 
it  was  not  given  until  December  22,  1808,  when  Beethoven 
himself  produced  it.  It  is  written  in  two  general  sections ;  an 
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Adagio  and  Allegro,  for  piano  solo,  orchestra,  solo  quartet,  and 
chorus.  While  the  work  is  very  beautiful  and  effective  in  itself, 
it  derives  special  interest  from  its  being  the  prototype  of  the 
Choral  Symphony.  The  Fantasie  was  first  published  in  1811, 
under  the  title  of  “  Fantasie  fur  das  Pianoforte,  mit  Begleitung 
des  ganzen  Orchesters  und  Chor  ”  (“Fantasie  for  pianoforte 
with  accompaniment  of  full  orchestra  and  chorus”),  and  was 
dedicated  to  Maximilian  Joseph,  king  of  Bavaria.  The  poem 
which  forms  the  subject  of  the  Finale  was  written  by  Kuffner, 
and  is  devoted  to  the  praise  of  music. 

The  Adagio  with  which  the  work  opens  is  a  fantasie  for 
piano  alone,  after  which  the  Finale  begins  with  an  Allegro  in 
C  minor,  the  opening  theme  of  which  is  given  out  pianissimo 
by  the  basses  in  a  very  grave  and  dignified  manner  and  subse¬ 
quently  developed  in  canon  form  in  the  violins.  The  oboes 
and  horns  now  introduce  a  new  theme  which  is  taken  up  by  the 
piano  with  accompaniment  of  the  horns,  the  melody  being 
adapted  from  one  of  Beethoven’s  songs  (“  Seufzer  eines  Unge- 
liebten”).  First  the  piano  and  then  the  other  instruments 
repeat'  this  theme  with  variations,  after  which  the  entire 
orchestra  brings  it  to  a  close  in  firm  and  stately  style.  A  short 
phrase  by  the  piano  preludes  a  development  of  the  first  section 
of  the  melody  through  an  Allegro,  an  Adagio,  and  a  march 
tempo,  at  the  end  of  which  the  piano  introduces  a  new  phrase 
closing  with  an  arpeggio.  A  genuine  contest  ensues  between 
the  piano  and  the  basses,  which  comes  to  an  end  as  the  wind 
instruments  give  out  the  leading  theme,  which  is  first  taken 
up  by  the  solo  voices  with  piano  accompaniment  and  then  by 
full  chorus  and  orchestra,  bringing  the  work  to  a  brilliant  and 
powerful  close. 


Mount  of  Olives 

Beethoven  wrote  but  one  oratorio,  “  Christus  am  Oelberge  ” 
(“Christ  on  the  Mount  of  Olives”).  It  was  begun  in  1800 
and  finished  during  the  following  year.  The  text  is  by  Huber, 
and  was  written,  with  Beethoven’s  assistance,  in  fourteen  days. 
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The  first  performance  of  the  work  in  its  entirety  took  place  at 
Vienna,  April  5,  1803,  at  the  Theater  an  der  Wien. 

The  oratorio  is  written  for  three  solo  voices,  Jesus,  Peter, 
and  a  Seraph,  and  chorus  and  orchestra.  The  narrative  opens 
with  the  agony  in  the  garden,  followed  by  the  chant  of  a 
Seraph  reciting  the  divine  goodness  and  foretelling  the  salva¬ 
tion  of  the  righteous.  In  the  next  scene  Jesus  learns  His  fate 
from  the  Seraph,  yields  Himself  to  approaching  death,  and 
welcomes  it.  The  soldiers  enter  in  pursuit,  and  a  tumult  ensues 
as  the  Apostles  find  themselves  surrounded.  Peter  draws  his 
sword  and  gives  vent  to  his  indignation ;  but  is  rebuked  both  by 
Jesus  and  the  Seraph,  and  together  they  conjure  him  to  be 
silent  and  endure  whatever  may  happen.  The  soldiers,  discov¬ 
ering  Jesus,  rush  upon  Him  and  bind  Him.  The  disciples 
express  their  apprehension  that  they  too  will  suffer ;  but  J esus 
uncomplainingly  surrenders  Himself,  and  a  chorus  of  rejoicing 
completes  the  work. 

The  score  opens  with  an  Adagio  introduction  for  instruments 
which  is  of  a  very  dramatic  character.  The  first  number  is  a 
recitative  and  aria  for  tenor,  sung  by  Jesus  (“All  my  soul 
within  Me  shudders”),  and  is  simple  and  touching  in  expres¬ 
sion.  The  Seraph  follows  with  a  scene  and  aria  (“  Praise  the 
Redeemer’s  Goodness”),  concluding  with  a  jubilant  obligato 
with  chorus  (“  O  triumph,  all  ye  Ransomed !  ”).  The  next  num¬ 
ber  is  an  elaborate  duet  between  Jesus  and  the  Seraph  (“On 
Me  then  fall  Thy  heavy  Judgment  ”).  In  a  short  recitative  pas¬ 
sage,  Jesus  welcomes  death;  and  then  ensues  one  of  the  most 
powerful  numbers  in  the  work,  the  chorus  of  soldiers  in  march 
time  (“We  surely  here  shall  find  Him”),  interspersed  with 
the  cries  of  the  people  demanding  His  death,  and  the  lamenta¬ 
tions  of  the  Apostles.  At  the  conclusion  of  the  tumult  a  dia¬ 
logue  ensues  between  Jesus  and  Peter  (“Not  un chastised  shall 
this  audacious  Band  ”),  which  leads  up  to  a  trio  between  Jesus, 
Peter,  and  the  Seraph,  with  chorus  (“O,  Sons  of  Men,  with 
Gladness  ”).  The  closing  number,  a  chorus  of  angels  (“  Halle¬ 
lujah,  God’s  almighty  Son”),  is  introduced  with  a  short  but 
massive  symphony  leading  to  a  jubilant  burst  of  “  Hallelujali,” 
which  finally  resolves  itself  into  a  glorious  fugue.  In  all  sacred 
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music  it  is  difficult  to  find  a  choral  number  which  can  surpass 
it  in  majesty  or  power. 


Missa  Solennis  in  D  Major 

The  immortal  “  Missa  Solennis  ”  of  Beethoven  occupied  him 
three  years  in  composition.  He  had  intended  it  to  be  sung  at 
the  installation  of  Archduke  Rudolph  as  Bishop  of  Olmutz,  in 
1S20,  but  it  was  finished  too  late  and  its  first  complete  per¬ 
formance  took  place  in  Russia.  The  Mass  has  the  five  princi¬ 
pal  divisions,  the  Kyrie,  Gloria,  Credo,  Sanctus  and  Agnus 
Dei.  The  Kyrie  begins  with  a  majestic  introduction  by  orches¬ 
tra  and  organ.  After  a  pause,  the  strings  introduce  a  phrase 
and  after  a  few  bars  the  chorus  with  organ  and  full  orchestra 
intone  the  Kyrie  three  times,  with  solo  voices  making  a  solemn 
appeal.  The  “  Christe  eleison,”  based  upon  the  Scripture  mo¬ 
tives,  leads  to  a  new  movement,  introduced  by  orchestra  and 
then  taken  successively  by  soloists  and  chorus.  The  Kyrie  then 
returns. 

The  opening  theme  of  the  Gloria  is  one  of  sacred  enthusi¬ 
asm.  It  is  first  given  out  by  organ  and  orchestra,  then  taken 
up  by  one  section  of  the  chorus  after  the  other,  all  at  last  unit¬ 
ing  in  a  unison,  “  In  Excelsis  Deo.”  As  it  comes  to  a  tranquil 
close,  the  basses,  followed  by  the  whole  chorus,  sing  the  “  et  in 
Terra  Pax.”  The  Gloria  theme  is  heard  again  in  the  orchestra, 
followed  by  the  “  Laudamus  Te”  sung  in  unison.  After  a 
pause  the  chorus  chants  the  “  Adoramus  ”  and  the  basses  in 
both  orchestra  and  chorus  intone  the  “  Glorificamus  Te.”  The 
beautiful  “  Gratias  agimus  ”  follows  successively  by  solo  tenor, 
the  other  parts  and  chorus.  The  Gloria  motive  returns  and 
leads  to  an  impressive  choral  climax,  “  Pater  omnipotens.”  The 
“  Qui  tollis  ”  which  shortly  follows  and  the  “  Quoniam  Tu  solus 
sanctus,”  by  the  tenors  and  “  Quoniam  Tu  solus  Dominus  ” 
are  followed  by  a  mighty  fugue  which  closes  the  Gloria  with 
the  full  power  of  organ,  orchestra  and  chorus. 

The  Credo,  preceded  by  a  short  symphonic  passage,  is  an¬ 
nounced  in  three  sections  of  the  chorus  successively  and  closes 
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with  a  fugue  on  the  words  “  Et  Vitam  venturi,”  followed  by  a 
majestic  Coda.  The  Sanctus  opens  with  an  orchestral  intro¬ 
duction  followed  by  the  movements  “  Pleni  sunt  Coeli  ”  and 
“  Osanne,”  the  latter  leading  to  a  prelude  which  prepares  the 
way  for  the  beautiful  Benedictus.  At  the  last  measure  of  the 
Benedictus  a  violin  solo  with  flute  accompaniment  begins,  lead¬ 
ing  to  the  chorus.  The  basses  give  out  the  Benedictus,  the 
violin  continuing.  The  soloists  also  take  up  the  theme,  and  the 
movement  comes  to  a  close  with  the  soloists,  chorus  and  orches- 
tra  intoning  the  theme.' 

The  Agnus  Dei  is  sombre  in  color,  and  its  expression  very 
intense.  The  “  Dona  nobis  Pacem  ”  is  extremely  melodious,  but 
the  flow  of  the  melody  is  soon  interrupted  by  the  rolling  of 
drums  and  the  ring  of  trumpets.  The  alto  soloist  declaims  the 
Agnus  Dei.  The  drums  and  trumpets  are  again  heard.  The 
tenor  and  soprano  soloists  repeat  the  appeal.  The  chorus 
shouts  “  Miserere  nobis,”  but  the  tumult  soon  passes  and  the 
original  theme  returns.  A  martial  symphonic  passage  follows 
and  at  last  the  “  Missa  Solennis  ”  closes  beautifully  and 
restfully. 
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1816-1875 

Overture  to  The  Naiades.  Op.  15 

THE  charming  overture  to  “The  Naiades,”  was  begun  by 
Stemdale  Bennett  while  he  was  a  student  at  the  Royal 
Academy  in  1886,  at  the  age  of  twenty.  It  is  in  the  vein  of 
Mendelssohn,  who  was  one  of  Bennett’s  teachers,  and  yet  it  is 
in  no  sense  a  copy  of  his  master’s  work. 

After  a  brief  introduction  in  the  flute,  clarinet,  and  bassoon, 
a  theme  suggestive  of  the  movement  of  the  water  is  given  out, 
pianissimo,  by  the  violins.  The  graceful  undulating  rhythm 
is  soon  interrupted  by  indications  of  an  approaching  storm. 
At  the  very  height  of  a  gradual  crescendo  the  principal  theme 
is  announced  fortissimo  by  full  orchestra  and  is  worked  up  to 
a  most  energetic  climax.  The  violins  give  out  a  new  passage, 
after  which  the  storm  gradually  subsides,  and  is  followed  by 
a  fairy  subject  in  the  violins  pizzicato  and  the  wood  winds. 
This  leads  to  the  second  theme  —  a  song  for  first  violins  and 
’cellos,  accompanied  by  second  violins  and  violas,  followed  by 
a  still  more  beautiful  passage,  forming  a  close  of  singular 
beauty  to  what  may  be  called  the  Naiad  motive.  The  theme 
is  now  repeated  by  the  flute,  clarinet,  and  ’cellos,  which  pre¬ 
pares  the  way  for  tempest  music,  at  the  close  of  which  there  is 
another  contrast,  as  the  leading  theme  reappears.  The  devel¬ 
opment  of  these  themes  follows  and  the  Coda  begins.  Remi¬ 
niscences  of  the  fairy  music  are  heard,  intermingled  with  charm¬ 
ing  melodic  effects,  and  at  last  the  overture  comes  to  a  close 
with  the  opening  phrases  of  the  principal  theme,  sung  pianis¬ 
simo  in  the  violins. 
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1803-1867 
Romeo  and  Juliet 

[Dramatic  symphony,  with  choruses,  solos,  chant  and  prologue 
in  choral  recitative] 

<CT3  OMEO  AND  JULIET,”  entitled  as  above  by  Berlioz, 
was  written  in  1839.  The  work  opens  with  a  fiery  intro¬ 
duction,  representing  the  combats  and  tumults  of  the  two  rival 
houses  of  Capulet  and  Montague,  and  the  intervention  of  the 
Prince.  It  is  followed  by  a  choral  recitative  for  four  altos, 
tenors  and  basses  (“  Long  smouldering  Hatreds  ”),  with  which 
is  interwoven  a  contralto  solo  (“Romeo  too  is  there”),  the 
number  closing  with  a  passionate  chorus  (“  The  Revels  now 
are  o’er”).  A  beautiful  eifect  is  made  at  this  point  by  assign¬ 
ing  to  the  alto  voice  two  couplets  (“  Joys  of  first  Love  ”)  which 
are  serious  in  style  but  very  rich  in  melody.  A  brief  bit  of 
choral  recitative  and  a  few  measures  for  tenor  —  Mercutio’s 
raillery  —  lead  up  to  a  dainty  scherzetto  for  tenor  solo  and 
small  chorus  (“  Mab !  bright  Elf  of  Dreamland”),  and  a  short 
choral  passage  brings  this  scene  to  a  close. 

The  second  scene,  which  is  for  orchestra  only,  an  impressive 
declamatory  phrase  developing  into  a  tender  melody,  repre¬ 
senting  the  sadness  of  Romeo  and  set  in  tones  against  the  bril¬ 
liant  dance  music  in  the  distance  accompanying  the  revel  of 
the  Capulets,  is  one  of  the  most  striking  effects  Berlioz  has 
accomplished,  and  illustrates  his  astonishing  command  of 
instrumentation. 

The  third  scene  represents  Capidet’s  garden  in  the  stilli  ^ss 
of  night,  the  young  Capulets  passing  through  it,  bidding  each 
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other  adieu  and  repeating  snatches  of  the  dance  music.  As 
their  strains  die  away  in  the  distance  the  balcony  scene  between 
Romeo  and  Juliet  is  given  by  the  orchestra  alone  in  a  genuine 
love-poem  full  of  passion  and  sensuousness. 

The  fourth  scene  is  also  given  to  the  orchestra,  and  is  a  set¬ 
ting  of  Mercutio’s  description  of  Queen  Mab.  It  is  a  Scherzo, 
intensely  rapid  in  its  movement  and  almost  ethereal  in  its 
dainty,  graceful  rhythm.  The  instrumentation  is  full  of  subtle 
effects,  particularly  in  the  romantic  passages  for  the  horns. 

In  the  fifth  scene  we  pass  from  the  tripping  music  of  the 
fairi  ;s  to  the  notes  of  woe.  It  describes  the  funeral  procession 
of  Juliet,  beginning  with  a  solemn  march  in  fugue  style,  at 
first  instrumental,  with  occasional  entrances  of  the  voices  in 
monotone,  and  then  vocal  (“  O  mourn,  O  mourn,  strew  choicest 
Flowers”),  the  monotone  being  assigned  to  the  instruments. 
It  preludes  a  powerful  orchestral  scene  representing  Romeo's 
invocation,  Juliet’s  awakening,  and  the  despair  and  death  of 
the  lovers. 

The  Finale  is  mainly  for  double  chorus,  representing  the 
quarrel  between  the  Montagues  and  Capulets  in  the  cemetery 
and  the  final  reconciliation  through  the  intercession  of  Friar 
Laurence,  whose  declamatory  solos  are  very  striking,  particu¬ 
larly  the  air,  “  Poor  Children  mine,  let  me  mourn  you.” 


Symphonie  Fantastique.  Op.  Ilf 

1.  Adagio.  (Reveries  and  Passions.) 

2.  Le  Bal.  (The  Ball.) 

3.  Scene  aux  Champs.  (Scene  in  the  Fields.) 

4.  Marche  dd  Surplice.  (Journey  to  Execution.) 

5.  Songe  d’ux  Nuit  de  Sabbat.  (Dream  in  a  Witches’  Sabbath 

Night.) 

The  “  Symphonie  Fantastique,”  also  entitled  by  its  composer 
“  Episode  in  the  Life  of  an  Artist,”  was  written  by  Berlioz  in 
1829.  Every  movement  of  this  strange  work  is  prefaced  by 
a  regular  program  and  accompanied  by  notes  which  call  the 
hearer’s  attention  beforehand  to  the  scenes  which  the  music  is 
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intended  to  describe.  To  describe  the  symphony  it  is  hardly 
necessary  to  do  more  than  to  tell  the  bizarre  story  of  an  episode 
in  the  life  of  an  artist,  which  is  a  very  nightmare  of  passion. 

In  the  opening  movement  he  introduces  a  young  musician 
madly  in  love  with  a  woman  of  ideal  perfection,  represented 
by  a  musical  figure  which  he  calls  the  “  idee  fixe.”  The  whole 
movement  is  based  upon  this  “  fixed  idea,”  representing  the 
vague  longings  of  love.  The  theme  haunts  the  music  as  the 
vision  of  the  ideal  woman  haunts  the  artist. 

The  second  movement  introduces  us  to  a  ball,  but  even  in 
the  midst  of  the  festivity,  and  listening  to  the  sensual  strains  of 
the  waltz,  the  face  of  the  loved  one  haunts  the  artist.  From 
a  technical  point  of  view  this  movement  shows  the  great  skill 
of  the  composer  in  the  symphonic  treatment  of  a  waltz  rhythm, 
but  the  brilliant  dance  music  is  ever  and  anon  interrupted  as 
the  melody  which  belongs  to  the  loved  one  asserts  itself  through 
the  bewitching  strains. 

The  third  movement,  “  Scene  aux  Champs,”  is  one  of  quiet 
pastoral  beauty,  though  it  gathers  gloom  as  it  proceeds  and 
closes  in  ominous  darkness  and  silence.  The  lover  is  in  the 
fields  at  evening  and  hears  the  shepherds’  answering  songs, 
sung  by  the  oboe  and  horn.  The  charm  of  the  spot,  its  peaceful 
repose,  the  gentle  approach  of  evening,  and  the  rustic  chants 
call  up  the  vision  of  the  loved  one  and  inspire  him  with  hope, 
which  soon  clouds  over  again  as  darkness  comes  on.  One  of 
the  shepherds  repeats  his  song,  but  the  other  does  not  answer. 
The  low  rumble  of  a  storm  is  heard  in  the  distance,  and  the 
despairing  lover  gives  way  to  melancholy. 

In  the  fourth  movement,  “  Marche  du  Supplice,”  persuaded 
that  his  affection  is  not  reciprocated,  the  frenzied  lover  takes 
poison  with  the  intention  of  suicide,  but  the  drug  instead  of 
killing  him  only  produces  a  stupor  filled  with  wild  hallucina¬ 
tions.  He  imagines  that  he  has  killed  his  mistress  and  is  the 
witness  of  his  own  execution.  The  march  to  the  scaffold  begins 
amid  the  chanting  of  the  “  Dies  Iras,”  the  tolling  of  bells,  and 
the  mournful  roll  of  muffled  drums.  Even  the  rush  of  the  mul¬ 
titude  and  the  tramp  of  their  feet  are  heard  in  this  realistic 
music.  The  fatal  melody,  however,  does  not  leave  him  even 
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here.  It  is  constantly  heard  in  the  gloom  until  it  is  cleft  in 
twain  by  the  sharp  stroke  of  the  headsman’s  axe. 

The  last  movement,  which  is  really  a  continuation  of  the 
fourth,  pictures  the  lover  in  the  midst  of  the  witches  and 
demons  who  have  gathered  to  witness  his  burial,  which  takes 
place  accompanied  by  a  wild  orgy  reminding  one  of  the  chorus 
of  demons  in  the  composer’s  “Damnation  of  Faust.” 


Harold  in  Italy.  Op.  16 

1.  Harold  aux  Montagnes.  Scenes  de  Melancolie,  de  Bonheur, 

et  de  Joie.  (Harold  in  the  Mountains.  Scenes  of  Melancholy, 

Happiness  and  Joy.) 

2.  Marche  de  Pelerins,  chaktakt  la  Priere  du  Soir.  (March  of 

Pilgrims,  singing  the  Evening  Prayer.) 

3.  Serenade  d’cn  Montagner  des  Abrttzzes  a  sa  Maitresse.  (Ser¬ 

enade  of  a  Mountaineer  of  the  Abruzzi  to  his  Mistress.) 

4.  Orgie  des  Brigands.  Souvenir  des  Scenes  Precedentes.  (Orgy 

of  Brigands.  Recall  of  preceding  Scenes.) 

“Harold  in  Italy”  was  written  in  1834,  and  first  pro¬ 
duced  at  the  Paris  Conservatory,  November  23  of  the  same 
year.  The  story  of  the  symphony  is  the  story  of  what  Harold 
witnesses  in  his  wanderings.  The  restless,  melancholy  exile 
beholds  Nature  in  her  loveliest  as  well  as  her  most  majestic 
aspects,  but  they  fail  to  cheer  him.  He  is  in  the  midst  of  a 
band  of  happy  and  devoted  pilgrims  journeying  along  to  wor¬ 
ship  at  some  shrine,  but  religion  no  more  than  Nature  can  calm 
his  troubled  spirit.  He  witnesses  a  mountaineer  serenading 
his  mistress  beneath  her  window,  but  the  simple  love-scene  has 
no  charm  for  him.  In  despair  he  joins  the  bandits,  and  rushes 
into  one  of  their  orgies,  where  at  last  all  his  better  thoughts 
and  nobler  feelings  are  lost  in  a  vortex  of  dissipation  and 
frenzy. 

The  first  movement  (“  In  the  Mountains  ”)  is  divided  into 
two  sections,  an  Adagio  expressive  of  Harold’s  melancholy,  and 
a  strongly  contrasting  Allegro  signifying  his  transient  feeling 
of  happiness  and  joy.  The  Adagio  opens  with  a  characteristic 
phrase  in  the  basses  and  ’cellos,  to  which  the  bassoon  adds  a 
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theme  in  chromatic  progression.  This  is  relieved  by  a  second 
theme,  at  first  taken  by  the  wood  winds  and  then  developed 
by  the  viola,  typifying  the  reflective  character  of  Harold,  as 
it  does  throughout  the  rest  of  the  work.  The  harps  and  clari¬ 
nets  accompany  the  monologue  as  it  moves  on  toward  the  second 
section  of  the  movement.  Four  times  the  viola  seeks  to  make 
the  change,  and  at  last  seizes  the  joyous  melody  of  the  Allegro, 
and  the  music  flows  on  to  the  close  brightly  and  gracefully, 
richly  colored,  and  always  original  and  characteristic. 

The  second  movement  (“  March  of  the  Pilgrims  ”)  is  one 
of  the  most  charming  numbers  Berlioz  has  written.  The  march 
themes  are  very  simple,  but  the  composer  has  invested  them 
with  a  peculiar  charm  by  their  sweetness  and  grace  as  well  as 
by  the  richness  of  the  instrumentation.  The  music  is  also  very 
descriptive,  and  a  pleasing  effect  is  made  by  crescendo  and 
diminuendo  as  the  pilgrims  approach,  file  past,  and  slowly  dis¬ 
appear  in  the  distance.  The  pretty  scene  closes  with  an  even¬ 
ing  prayer. 

The  third  movement  (“The  Serenade”)  is  a  fit  sequel  to 
the  second  in  its  general  character.  It  opens  in  genuine  pas¬ 
toral  style,  the  horn  and  oboe  giving  a  Tyrolean  effect  to  the 
music  and  leading  up  to  a  quaint  and  very  refined  serenade  in 
slower  time.  But  even  in  the  serenade  of  the  mountaineer,  as 
in  the  march  of  the  pilgrims,  the  unrestful  and  sad  plaint  of 
the  viola  is  heard. 

In  the  last  movement  (“  The  Orgy  ”)  Berlioz  gives  free  rein 
to  his  audacity  and  love  of  the  horrible,  and  ends  the  career 
of  Harold,  like  that  of  the  artist  in  the  “  Symphonie  Fantas- 
tique,”  in  a  wild  and  crashing  hurly-burly  of  sound  intended  to 
picture  a  foul  and  frenzied  orgy.  The  movement  opens  with 
reminiscences  of  preceding  themes,  woven  together  with  great 
skill.  Among  them  is  the  Harold  theme,  announcing  his  pres¬ 
ence,  and  the  march  of  the  pilgrims  taken  by  two  violins  and 
’cellos  in  the  wings,  indicating  their  passage  in  the  distance. 
As  if  Harold  had  turned  for  a  moment  and  longingly  listened 
to  the  beautiful  melody,  wishing  that  he  were  with  them,  the 
viola  replies  to  it.  It  is  only  a  snatch,  however,  for  at  once 
the  furious  orgy  begins  which  drowns  every  reminiscence. 
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Overture  to  Les  Francs  Juges.  Op.  S 

In  1827  Berlioz,  at  that  time  struggling  with  poverty,  debts, 
domestic  troubles,  and  disappointed  hopes,  wrote  an  opera, 
“Les  Francs  Juges”  (“The  Vehmic  Judges”).  Berlioz 
himself  called  it  “  a  hymn  of  despair,”  a  fitting  designation,  as 
it  depicts  all  of  rage,  as  well  as  of  piteous  appeal  for  mercy, 
and  black  despair  that  the  human  heart  can  contain.  The 
Francs  Juges,  like  the  German  Vehmgerichte,  were  the  vigi¬ 
lance  committees  and  lynching  mobs  of  the  barbarous  times 
when  the  laws  were  powerless.  Edicts  were  issued  in  secret 
and  mercilessly  enforced.  The  penalty  was  always  death. 

The  overture  begins  with  an  introduction,  mainly  in  the 
strings,  followed  by  a  brief  pianissimo  passage,  which  leads 
to  a  majestic  theme  given  out  by  the  brasses.  After  elabora¬ 
tion  a  string  passage  enters  for  the  violins.  This  is  also 
elaborated,  and  during  the  elaboration  is  heard  what  may  be 
called  the  Vehmic  phrase  of  three  notes,  given  out  by  the 
trombones  and  ophicleide  with  awful  power.  This  is  fol¬ 
lowed  by  the  second  subject,  after  which  a  passionate  inter¬ 
lude,  which  suggests  the  despair  of  the  accused,  leads  to  the 
middle  section,  which  opens  with  a  chorale  in  the  wind  instru¬ 
ments,  against  a  theme  in  the  strings  and  blasts  by  the  trom¬ 
bones  and  percussion  instruments,  full  of  fury  and  mystery. 
After  a  short  interlude  the  second  subject  returns  with  counter 
themes  in  the  ’cellos  and  flute.  The  tumult  is  renewed,  the 
trombones  sounding  the  ominous  phrase  already  referred  to. 
At  last  the  din  dies  away  and  the  second  subject  reappears, 
this  time  in  fugal  form.  In  the  working  up  of  this  fugue  and 
the  subject-matter  the  whole  orchestra  engages  in  a  fortissimo 
outbreak,  which  is  continued  until  a  short  Coda  brings  the 
overture  to  a  close. 


Overture,  Le  Carnaval  Romain.  Op.  9 

Berlioz’s  opera  of  “Benvenuto  Cellini”  met  with  an  unfor¬ 
tunate  reception  when  first  performed  in  Paris  in  1838.  When 
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the  opera  was  about  to  be  produced  in  London,  he  wrote  a 
second  overture,  “  The  Roman  Carnival,”  to  be  played  before 
the  second  act.  The  principal  theme  is  taken  from  the  Sal- 
tarello,  in  the  closing  scene  of  the  first  act  of  the  opera.  The 
overture  begins  with  this  theme,  given  out  by  the  violins  with 
response  at  first  in  the  flute,  oboe,  and  clarinet,  and  then  in 
the  horns,  bassoon,  trumpet,  and  cornet.  After  a  sudden 
pause  and  some  light  passage  work  in  the  strings,  wood 
winds,  and  horns,  the  movement  changes  to  a  theme  taken 
from  an  aria  of  Benvenuto’s  in  the  first  act,  given  out  by 
the  English  horn.  The  subdued  melody  is  next  taken  by 
the  violas,  passing  to  the  horns  and  violas.  Interwoven 
with  this  romantic  melody  is  heard  a  dance  passage 
in  the  wood  winds  and  brasses,  also  in  the  percussion 
instruments.  Gradually  the  dance  passage  dies  away,  giving 
place  to  the  Andante  theme,  but  anon  the  time  changes,  and 
the  strings  begin  the  Saltarello,  completing  the  main  section 
of  the  overture.  The  entire  development  now  runs  on  this 
movement  with  the  Andante  heard  at  intervals  in  contrast, 
and  worked  up  in  close  harmony.  The  Saltarello  dominates 
the  Finale  at  a  rushing  pace.  The  overture  is  brilliant  through¬ 
out  and  full  of  the  gay,  bustling  scenes  of  the  carnival. 

Overture  to  King  Lear.  Op.  J/. 

The  overture  to  “  King  Lear,”  written  in  1831,  was  inspired 
by  Shakespeare’s  tragedy.  It  opens  with  an  introduction 
setting  forth  a  vigorous  theme.  A  lighter  one  follows  in  the 
oboe  with  string  accompaniment,  next  taken  up  by  horns  and 
trombones,  the  introduction  closing  with  the  first  theme.  The 
principal  movement  opens  with  a  passionate  theme  followed 
by  a  tender  melody  in  the  oboe.  The  principal  theme  and 
a  portion  of  the  oboe  melody  are  developed,  leading  to  a  recapit¬ 
ulation  of  the  whole  matter  of  the  overture,  variously  treated, 
and  a  strenuous  Coda  closes  the  overture. 


BERLIOZ 


73 


The  Requiem 

In  1836  Berlioz  was  requested  by  M.  de  Gasparin,  French. 
Minister  of  the  Interior,  to  write  a  requiem  commemorating 
the  victims  of  the  July  Revolution;  but  the  work  was  not 
given  to  the  public  until  1837.  It  embraces  ten  numbers: 
I,  Requiem  and  Kyrie  (“  Requiem  asternam  dona  eis  ”)  ;  II, 
III,  IV,  V,  and  VI,  including  different  motives  taken  from  the 
hymn,  “Dies  Irae”;  VII,  “  Offertorium  ” ;  VIII,  “  Hostias  et 
Preces  ” ;  IX,  “  Sanctus  ” ;  X,  “  Agnus  Dei.” 

After  a  brief  but  majestic  instrumental  introduction,  the 
voices  enter  upon  the  “  Requiem  ”  —  a  beautiful  and  solemn 
strain.  The  movement  is  built  upon  three  melodies  set  to  the 
words  “  Requiem  aeternam,”  “  Tu  decet  Hymnus,”  and  the 
“  Kyrie,”  the  accompaniment  of  which  is  very  descriptive 
and  characteristic.  The  “  Kyrie  ”  is  specially  impressive,  the 
chant  of  the  sopranos  being  answered  by  the  tenors  and  basses 
in  unison,  the  whole  closing  with  a  dirge-like  movement  by  the 
orchestra. 

The  “  Dies  Irae  ”  is  the  most  spirited  as  well  as  impressive 
number  of  the  work.  It  is  intensely  dramatic  in  its  effects ; 
indeed,  it  might  be  called  theatrical.  The  first  part  will 
always  be  remarkable  for  the  orchestral  arrangement.  After 
the  climax  of  the  motive,  “  Quantus  tremor  est  futurus,”  there 
is  a  pause  which  is  significant  by  its  very  silence;  it  is  the 
hush  before  the  storm.  Suddenly  from  either  angle  of  the 
stage  or  hall,  in  addition  to  the  principal  orchestra  in  front, 
four  smaller  bands  of  trombones,  trumpets,  and  tubas  crash 
in  with  overwhelming  power  in  the  announcement  of  the  ter¬ 
rors  of  the  day  of  judgment.  At  its  culmination  the  bass  voices 
enter  in  unison  upon  the  words  “  Tuba  mirum,”  in  the  midst  of 
another  orchestral  storm,  which  is  still  further  heightened 
by  an  unusual  number  of  kettle-drums.  It  is  a  relief  when 
the  storm  has  passed  over,  and  we  come  to  the  next  verse 
(“  Quid  sum  miser  ”),  for  the  basses  and  tenors,  though  mostly 
for  the  first  tenors.  It  is  a  breathing  spell  of  quiet  delight 
and  leads  to  the  Andante  number  (“Rex  tremendae  Majes- 
tatis”),  which  is  sung  fortissimo  throughout,  and  accompanied 
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with  another  tremendous  outburst  of  harmonious  thunder  in 
crashing  chords,  which  continues  up  to  the  last  eight  bars, 
when  the  voices  drop  suddenly  from  the  furious  fortissimo  to 
an  almost  inaudible  pianissimo  on  the  words  “  Salve  me.” 
The  next  verse  (“  Quserens  me”)  is  an  unaccompanied  six- 
part  chorus  in  imitative  style,  of  very  close  harmony.  The 
“  Dies  Iras  ”  ends  with  the  “  Lachrymosa,”  the  longest  and 
most  interesting  number  in  the  work.  It  is  thoroughly  melodic, 
and  is  peculiarly  strengthened  by  a  pathetic  and  sentimental 
accompaniment,  which,  taken  in  connection  with  the  choral 
part  against  which  it  is  set,  presents  an  almost  inexhaustible 
variety  of  rhythms  and  an  originality  of  technical  effects 
which  are  astonishing.  Its  general  character  is  broad  and 
solemn,  and  it  closes  with  a  return  to  the  “  Dies  Iras,”  with 
full  chorus  and  all  the  orchestras. 

The  next  number  is  the  “  Offertorium,”  in  which  the  voices 
are  limited  to  a  simple  phrase  of  two  notes,  which  is  not 
changed  throughout  the  somewhat  long  movement.  It  never 
becomes  monotonous,  however,  so  rich  and  varied  is  the  instru¬ 
mentation.  The  “  Hostias  et  Preces,”  assigned  to  the  tenors 
and  basses,  displays  another  of  Berlioz’s  eccentricities,  the 
accompaniment  at  the  close  of  the  first  phrase  being  furnished 
by  three  flutes  and  eight  tenor  trombones.  The  “  Sanctus,” 
a  tenor  solo  with  responses  by  the  sopranos  and  altos,  is  full 
of  poetical,  almost  sensuous  beauty,  and  is  the  most  popular 
number  in  the  work.  It  closes  with  a  fugue  on  the  words 
(“Hosanna  in  Excelsis”).  The  final  number  is  the  “Agnus 
Dei,”  a  chorus  for  male  voices,  in  which  the  composer  once 
more  employs  the  peculiar  combination  of  flutes  and  tenor 
trombones.  In  this  number  he  also  returns  to  the  music  of  the 
opening  number,  “  Requiem  Eeternam,”  and  closes  it  with  an 
“  Amen,”  softly  dying  away. 


The  Damnation  of  Faust 

The  “Damnation  of  Faust,  dramatic  legend,”  as  Berlioz 
calls  it,  was  written  in  1846.  It  is  divided  into  four  parts, 
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the  first  containing  three,  the  second  four,  the  third  six,  and 
the  fourth  five  scenes,  the  last  concluding  with  an  epilogue 
and  the  apotheosis  of  Marguerite.  It  was  first  produced  in 
Paris  in  -November,  1846,  and  had  its  first  hearing  in  the 
United  States,  February  12,  1880. 

The  opening  scene  introduces  Faust  alone  on  the  Hun¬ 
garian  plains  at  sunrise.  He  gives  expression  to  his  delight 
in  a  tender,  placid  strain  (“  The  Winter  has  departed,  Spring 
is  here”).  It  is  followed  by  an  instrumental  prelude  of  a 
pastoral  character,  in  which  are  heard  fragments  of  the 
roundelay  of  the  peasants  and  of  the  fanfare  in  the  Hun¬ 
garian  march,  leading  up  to  the  “  Dance  of  Peasants,”  a  brisk, 
vivacious  chorus  (“  The  Shepherd  donned  his  best  Array  ”), 
beginning  with  the  altos,  who  are  finally  joined  by  the 
sopranos,  tenors,  and  basses  in  constantly  accelerating  time. 
The  scene  then  changes  to  another  part  of  the  plain  and 
discloses  the  advance  of  an  army,  to  the  brilliant  and  stirring 
music  of  the  Rakoczy  march. 

The  second  part  (Scene  IV)  discloses  Faust  alone  in  his 
chamber.  He  sings  a  soliloquy,  setting  forth  his  discontent 
with  worldly  happiness,  and  is  about  to  drown  his  sorrow 
with  poison,  when  he  is  interrupted  by  the  Easter  Hymn 
(“Christ  is  risen  from  the  Dead”),  a  stately  and  jubilant 
six-part  chorus,  in  the  close  of  which  he  joins.  As  it  comes 
to  an  end  he  continues  his  song  (“  Heavenly  Tones,  why  seek 
me  in  the  Dust?”),  but  is  again  interrupted  by  the  sudden 
apparition  of  Mephistopheles,  who  mockingly  sings  (“  Oh, 
pious  Frame  of  Mind”),  and  entraps  him  in  the  compact. 
They  disappear,  and  we  next  find  them  in  Auerbach’s  cellar 
in  Leipsic,  where  the  carousing  students  are  singing  a  rollick¬ 
ing  drinking-song  (“  Oh,  what  Delight  when  Storm  is  crash¬ 
ing”).  The  drunken  Brander  is  called  upon  for  a  song,  and 
responds  with  a  characteristic  one  (“  There  was  a  Rat  in  the 
Cellar  Nest”),  to  which  the  irreverent  students  improvise  a 
fugue  on  the  word  “Amen,”  using  a  motive  of  the  song. 
Mephistopheles  compliments  them  on  the  fugue,  and  being 
challenged  to  give  them  an  air,  trolls  out  the  lusty  Lied 
(“  There  was  a  King  once  reigning,  who  had  a  big  black 
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Flea”),  in  the  accompaniment  of  which  appear  some  very  real¬ 
istic  effects.  Amid  the  bravas  of  the  drunken  students  Faust 
disappears,  and  is  next  found  in  the  flowery  meadows  of  the 
Elbe,  where  Mephistopheles  sings  a  most  enchanting  melody 
(“In  this  fair  Bower”).  Faust  is  lulled  to  slumber,  and  in 
his  vision  hears  the  chorus  of  the  gnomes  and  sylphs  (“  Sleep, 
happy  Faust”),  a  number  of  extraordinary  beauty  and  fasci¬ 
nating  charm.  Its  effect  is  still  further  heightened  by  the 
sylphs’  ballet  in  waltz  time.  As  they  gradually  disappear, 
Faust  wakes  and  relates  to  Mephistopheles  his  vision  of  the 
“  angel  in  human  form.”  The  latter  promises  to  conduct  him 
to  her  chamber,  and  they  join  a  party  of  soldiers  and  students 
who  will  pass  “before  thy  Beauty’s  dwelling.”  The  Finale 
of  the  scene  is  composed  of  a  stirring  soldiers’  chorus 
(“  Stoutly-walled  Cities  we  fain  would  win  ”)  and  a  charac¬ 
teristic  students’  song  in  Latin  (“Jam  Nox  stellata”),  at 
first  sung  separately  and  then  combined  with  great  skill. 

The  third  part  begins  with  a  brief  instrumental  prelude, 
in  which  the  drums  and  trumpets  sound  the  tattoo,  introducing 
a  scene  in  Marguerite’s  chamber  where  Faust  sings  a  pas¬ 
sionate  love-song  (“Thou  sweet  Twilight,  be  welcome”). 
At  its  close  Mephistopheles  warns  him  of  the  approach  of 
Marguerite  and  conceals  him  behind  a  curtain.  She  enters, 
and  in  brief  recitative  tells  her  dream,  in  which  she  has  seen 
the  image  of  Faust,  and  discloses  her  love  for  him.  Then 
while  disrobing  she  sings  the  ballad  (“  There  was  a  King  in 
Thule”).  As  its  pathetic  strains  come  to  a  close,  the  music 
suddenly  changes  and  Mephistopheles  in  a  characteristic 
strain  summons  the  will-o’-the-wisps  to  bewilder  the  maiden. 
It  is  followed  by  their  lovely  and  graceful  minuet,  in  which 
Berlioz  again  displays  his  wonderful  command  of  orchestral 
realism.  This  is  followed  by  Mephistopheles,  closing  with  a 
chorus  of  mockers  which  indicates  the  coming  tragedy. 

The  fourth  part  opens  with  the  romance  (“  My  Heart 
with  Grief  is  heavy”),  the  familiar  “  Meine  Ruh’  ist  hin  ”  of 
Goethe,  sung  by  Marguerite,  and  the  scene  closes  with  the 
songs  of  the  soldiers  and  students  heard  in  the  distance.  In 
the  next  scene  Faust  sings  a  somber  and  powerful  invocation 
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to  Nature  (“  O  boundless  Nature,  Spirit  sublime!  ”).  Mephis- 
topheles  is  seen  scaling  the  rocks,  and  in  agitated  recitative 
tells  his  companion  the  story  of  Marguerite’s  crime  and 
imprisonment.  He  bids  him  sign  a  scroll  which  will  save 
him  from  the  consequences  of  the  deed,  and  Faust  thus  delivers 
himself  over  to  the  Evil  One.  Then  begins  the  wild  “  Ride 
to  Hell,”  past  the  peasants  praying  at  the  cross,  who  flee  in 
terror  as  they  behold  the  riders,  followed  by  horrible  beasts, 
monstrous  birds,  and  grinning,  dancing  skeletons,  until  at 
last  they  disappear  in  an  abyss  and  are  greeted  by  the  chorus 
of  the  spirits  of  hell  in  a  tempest  of  sound,  which  is  literally 
a  musical  pandemonium  (“  Has  !  Irimiru  Karabras,”  etc.) 
in  its  discordant  vocal  strains,  mighty  dissonances,  and  super¬ 
natural  effects  in  the  accompaniment.  A  brief  epilogue  (“  On 
Earth  ”)  follows,  in  which  F aust’s  doom  is  told,  succeeded 
by  a  correspondingly  brief  one  (“In  Heaven”)  in  which 
the  seraphim  plead  for  Marguerite.  The  legend  closes  with 
(“Marguerite’s  glorification”),  a  jubilant  double  chorus, 
announcing  her  pardon  and  acceptance  among  the  blest. 


BIZET 


1838-  1875 

Dramatic  Overture,  Patrie.  Op.  19 

THE  Dramatic  Overture,  “  Patrie,”  dedicated  to  Mas¬ 
senet,  was  written  as  a  prelude  to  Sardou’s  drama  of 
the  same  name,  produced  in  1872.  As  its  name  suggests, 
it  is  an  appeal  to  the  martial  spirit  of  the  country. 

The  overture  opens  with  a  dashing  military  theme,  fortis¬ 
simo,  in  full  orchestra.  After  brief  development  it  reappears 
pianissimo,  also  in  full  orchestra.  After  some  subsidiary 
passages  the  trombones  give  out  a  martial  call,  answered  by 
explosive  concussions  of  the  drums  against  violin  tremolos, 
after  which  the  theme  returns  fortissimo,  again  subsiding 
to  pianissimo  modulations,  preparing  the  way  for  the  entrance 
of  the  second  theme  in  the  violins,  clarinet,  and  bassoon, 
accompanied  by  the  double  basses,  the  new  theme  being  in 
the  nature  of  a  folk  song.  After  brief  development,  followed 
by  a  stirring  passage  in  the  brass  section,  the  second  theme 
returns  fortissimo  in  full  orchestra,  leading  to  a  powerful 
climax.  A  pause  ensues,  after  which  the  third  theme  enters 
in  the  violas  and  ’cellos  with  accompaniment  of  the  brasses 
and  double  basses.  The  new  theme  is  elaborately  developed 
and  is  followed  by  a  fourth  in  the  violas,  clarinet,  and  Eng¬ 
lish  horn  with  arpeggio  accompaniment  by  the  muted  violins, 
leading  to  a  return  of  the  martial  first  theme,  pianissimo, 
developed  to  a  powerful  climax.  The  subsidiary  passage 
after  the  first  theme,  and  the  second  and  fourth  themes,  return 
in  regular  order,  each  of  them  greatly  enriched,  and  close 
the  overture  with  an  impressive  burst  of  harmony. 
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Suite  No.  1,  L’Arlesierme 

The  suite  “  L’Arlesienne  ”  is  one  of  the  two  which  Bizet 
arranged  as  incidental  music  to  Daudet’s  play  of  the  same 
name.  It  is  written  in  four  movements:  1,  Allegro  deciso; 
2,  Minuet,  Allegro  giocoso;  3,  Adagietto;  4,  Carillon  —  Allegro 
moderato. 

The  Prelude,  in  march  time,  opens  with  a  vigorous  theme 
given  out  in  unison  by  the  wood  winds,  horns,  and  violins. 
After  repetition  in  the  wood  winds,  the  clarinet  having  the 
harmony,  the  theme  is  worked  up  and  followed  by  a  sub¬ 
ject,  varying  the  theme.  It  is  then  taken  up  fortissimo 
in  full  orchestra  and  gradually  dies  away.  An  intermezzo 
follows,  with  a  peculiar  alternating  accompaniment  in  the 
clarinet.  The  movement  comes  to  its  close  with  a  charming 
melody  in  the  muted  strings,  accompanied  by  the  wood  winds 
and  brasses.  The  second  movement  is  a  Minuet  in  the  usual 
form  with  a  trio  in  imitation  of  the  bagpipe,  and  the  third, 
a  tender  romanza  for  the  muted  strings.  The  last  movement, 
Carillon,  as  its  title  suggests,  imitates  a  bell  chime.  The  bells 
sound  an  accompaniment,  a  repetition  of  three  notes,  against 
a  sprightly  little  dance  theme  in  the  violins  and  other  instru¬ 
ments,  which  is  followed  by  a  pastoral  subject  of  a  quaint 
sort.  At  its  conclusion  the  carillon  effect  is  reproduced  and 
the  suite  comes  to  its  close. 


Little  Suite,  Children’ s  Games.  Op.  22 

The  “Little  Suite”  (“Jeux  d’Enfants  ”)  is  a  slight  and 
dainty  composition  in  five  movements  which  has  achieved 
great  popularity  in  spite  of  its  miniature  nature.  It  was  first 
performed  in  1880,  after  the  composer’s  death.  The  first 
movement  (“Trumpeter  and  Drummer”),  with  its  crescendo 
and  decrescendo,  pierced  with  brisk  trumpet  calls  and  accom¬ 
panied  by  the  rattle  of  drums  in  the  distance,  clearly  describes 
the  approach  and  gradual  disappearance  of  a  troop  of  soldiers. 
The  second  movement  (“  The  Doll  ”)  is  a  dainty,  gentle  little 
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melody  for  the  muted  strings  with  responses  in  the  wood 
winds  over  a  berceuse  accompaniment  in  the  ’cellos,  also 
muted.  The  third  movement  (“The  Top”)  is  described  as 
an  imitation  of  the  spinning  of  that  toy,  its  whizzing  being 
depicted  in  the  violins,  accompanied  by  a  dance  melody  given 
out  now  by  the  wood  winds  and  again  by  the  strings  pizzicato. 
The  fourth  movement  (“Little  Husband,  Little  Wife”)  is 
a  subdued  domestic  dialogue  between  the  first  violins  (“  Hus¬ 
band  ”)  and  ’cellos  (“Wife”),  the  nature  of  which  may  be 
left  to  the  imagination  of  the  hearer.  That  it  is  an  agreeable 
one  is  sufficiently  evident.  In  the  last  movement  (“The 
Ball  ”)  this  charming  little  suite  comes  to  its  close  with  a 
picturesque  and  lively  dance  by  full  orchestra.  Daintiness, 
delicacy,  and  piquant  melodic  charm  are  its  most  salient 
features. 
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1775-1834 

Overture  to  La  Dame  Blanche 

IN  1811  Boieldieu,  one  of  the  last  composers  of  the  old 
classical  period  in  France,  made  a  success  with  his  opera 
“Jean  de  Paris,”  and  singularly  enough,  though  he  wrote 
many  operas  afterwards,  did  not  meet  with  further  success 
until  “La  Dame  Blanche”  appeared  in  1825.  The  story 
of  the  opera  is  adapted  from  Sir  Walter  Scott’s  “  Monastery  ” 
and  “  Guy  Mannering.”  It  relates  the  dishonesty  of  the 
steward  Gaveston,  in  charge  of  the  Laird  of  Avenel’s  castle, 
his  intimidation  of  the  villagers  in  its  vicinity  by  the  story  of 
a  spectral  White  Lady  whose  statue  is  in  the  castle,  and  the 
manner  in  which  Anna,  an  orphan  whom  the  Laird  has  be¬ 
friended,  thwarts  the  steward’s  villainy  by  personating  the 
White  Lady  and  saves  the  property  for  the  rightful  heir. 

The  overture  recites  the  principal  theme  of  the  opera, 
beginning  with  the  motive  of  the  first  finale,  followed  by  the 
ballad  of  the  White  Lady  and  the  chorus  from  the  same  act. 
The  Allegro  section  begins  with  the  drinking-song,  followed 
by  many  of  the  charming  arias,  ballads,  and  choruses  of  the 
opera.  It  is  stated  that  the  overture  was  written  in  a  single 
evening,  with  the  assistance  of  Adam  and  Labarre,  two 
of  the  composer’s  pupils,  Boieldieu  writing  the  introductory 
section,  and  the  others  the  remainder.  The  overture  is  also 
interesting  by  its  introduction  of  the  ballad  of  “  Robin  Adair  ” 
—  as  the  song  of  the  Clan  Avenel.  All  its  effects  are  made 
in  the  lightest  and  daintiest  manner  and  almost  entirely 
without  utilizing  the  brasses. 
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1834-1877 

Symphony  No.  1.  E  Flat  Major 

1.  Allegro.  3.  Andante. 

2.  Scherzo.  Prestissimo.  4.  Allegro  molto  vivo. 

THE  first  symphony  by  Borodin  was  finished  in  1867  and 
first  performed  in  Petrograd  in  1869.  The  introduction 
to  the  first  movement  suggests  the  opening  theme,  which  does 
not  make  its  appearance  however  until  several  measures  later, 
when  it  is  given  out  by  the  second  violins.  It  is  next  taken 
up  by  the  wood  winds,  with  string  accompaniment.  Lighter 
passages  follow,  leading  to  the  second  theme,  stated  by  the 
wood  winds.  After  development,  a  rhythm  for  the  kettle-drums, 
which  appeared  in  the  introduction,  recurs  and  is  finally  heard 
in  the  clarinet.  The  recapitulation  contains  the  principal 
theme,  followed  by  the  second  subject,  partial  development  of 
the  first  theme  and  the  drum  figure.  A  fortissimo  passage, 
followed  by  a  slow  section,  brings  the  movement  to  its  close. 

The  Scherzo  is  laid  out  in  three  parts.  The  first  begins 
with  a  staccato  in  the  strings,  then  taken  up  by  the  wood 
winds.  The  second  is  the  trio  in  which  all  the  previous 
material  is  developed,  leading  into  the  third  part,  which 
repeats  the  first. 

The  third  movement  begins  with  a  melody  for  the  ’cellos, 
followed  by  the  flute  and  English  horn  with  accompaniment 
of  muted  violins.  A  new  section  then  appears  with  a  passage 
for  the  ’cellos,  the  English  horn  following  with  a  suggestion 
of  the  first  theme  to  viola  accompaniment,  closing  with  a 
repetition  of  two  notes  on  the  kettle-drums,  the  violins  play- 
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ing  a  figure  which  was  heard  in  the  opening.  The  first  melody 
then  returns  fortissimo  in  full  orchestra  and  a  Coda  closes  the 
movement. 

The  last  movement  opens  with  a  vigorous  subject  for  the 
strings,  leading  by  a  short  passage  to  the  second  theme.  The 
second  subject  appears  in  the  strings  and  is  then  taken  by 
the  wood  winds.  Development  follows  and  a  recapitulation 
of  all  this  material  brings  the  movement  to  a  close,  fortissimo. 


Symphony  No.  2  B  Minor 

1.  Allegro.  3.  Andante. 

2.  Scherzo.  4.  Allegro. 

Borodin’s  Second  Symphony  was  begun  in  1871,  finished  in 
1876,  and  was  first  heard  in  Petrograd  in  1877.  The  first 
movement  opens  with  a  vigorous  unison  in  the  strings,  rein¬ 
forced  by  bassoons  and  horns,  the  theme  forming  the  founda¬ 
tion  of  the  whole  movement.  The  second  division  is  announced 
by  the  wood  winds,  the  two  alternating  and  leading  to  the 
second  subject,  presented  by  the  ’cellos  and  subsequently  by  the 
wood  winds.  After  the  first  theme  is  repeated  by  full  orches¬ 
tra,  development  begins,  leading  to  the  recapitulation  fortis¬ 
simo.  A  Coda,  constructed  on  the  theme,  closes  the  movement. 

The  second  movement  opens  with  a  theme  for  first  and 
second  horn  followed  by  a  passage  in  the  strings  in  unison, 
which  alternates  with  the  first  theme  until  the  Trio  is  reached. 
A  melody  follows  for  the  clarinet  with  harp  and  triangle 
accompaniment  and  a  Coda  closes  the  movement  pianissimo. 

A  solo  for  clarinet  opens  the  third  movement,  followed 
by  a  plaintive  folk  song  for  the  horn,  passing  in  modified 
form  to  the  wood  winds.  A  new  passage  follows,  leading  up 
to  a  climax  and  the  clarinet  solo,  with  which  the  movement 
began,  closes  the  movement.  The  third  leads  directly  into 
the  fourth  movement,  the  opening  theme  being  announced  by 
full  orchestra.  The  second  subject  appears  in  the  clarinet,  fol¬ 
lowed  by  flute  and  oboe,  with  accompaniment  of  harp  and 
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strings.  The  first  theme  is  then  developed  by  the  three 
trombones  and  tuba,  followed  by  the  strings  and  wood  winds. 
The  second  subject  follows  and  recapitulation  of  the  opening 
material  closes  the  movement. 


Symphonic  Poem ,  A  Sketch  of  the  Steppes.  Op.  7 

The  symphonic  poem,  “  Dans  les  Steppes  de  l’Asie  Cen- 
trale  ”  (“On  the  Steppes  of  Central  Asia”)  was  written  in 
1880  for  a  series  of  tableaux  vivants  presented  upon  the  occa¬ 
sion  of  the  twenty-fifth  anniversary  of  the  reign  of  Alexander 
Second.  The  movement  of  the  poem  is  an  Allegretto,  con¬ 
structed  upon  two  contrasting  themes.  It  is  free  in  form 
and  an  admirable  example  of  program  music.  The  program 
itself  is  printed  upon  the  score  and  renders  musical  analysis 
unnecessary,  as  the  music  lucidly  and  unerringly  suggests  the 
development  of  the  situation.  The  program  reads: 

“  Over  the  uniform  sandy  Steppes  of  Central  Asia  come  the 
unwonted  sounds  of  a  peaceful  Russian  song.  From  the  distance  are 
heard  the  stamping  of  horses  and  camels  and  the  peculiar  sound  of 
an  Oriental  melody.  A  native  caravan  draws  near.  It  pursues  its 
way,  safe  and  free  from  care,  through  the  boundless  desert  under 
the  protection  of  Russian  arms.  It  moves  farther  and  farther  off. 
The  song  of  the  Russians  and  the  melody  of  the  Asiatics  combine  to 
form  a  common  harmony,  the  echo  of  which  is  gradually  lost  in  the 
air  of  the  Steppe.” 

The  imitative  characteristics  of  program  music  could  hardly 
be  more  clearly  expressed  than  they  have  been  in  this  popular 
symphonic  poem,  or  sketch,  which  is  always  welcome  on  the 
concert  stage. 
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1833-1897 

Symphony  No.  1  in  C  Minor 

1.  Us  POCO  SOSTENTTTO.  ALLEGRO. 

2.  Andante  sostenuto. 

8.  UN  POCO  ALLEGRETTO  E  GRAZIOSO. 

4.  Adagio  piu  andante.  Allegro  moderato  ma  con  brio. 

BRAHMS  waited  until  he  was  forty-nine  years  of  age 
before  he  produced  his  first  symphony.  Rumors  of  its 
coming  preceded  it  many  years,  but  when  the  composer  was 
questioned  about  them  he  only  remarked  that  there  had  beeij 
one  C  minor  (Beethoven’s  Fifth),  and  there  was  no  need  of 
another.  In  the  Autumn  of  1876,  however,  it  made  its  appear¬ 
ance,  and  created  an  enthusiasm  which  found  its  most  flat¬ 
tering  expression  in  Von  Biilow’s  remark:  “We  have  at  last 
a  Tenth  symphony.” 

The  symphony  opens  with  a  short  introduction,  of  an  agi¬ 
tated  and  somewhat  melancholy  but  harmonious  character  and 
based  upon  the  two  themes  of  the  Allegro,  from  which  it  is 
separated  by  four  measures  of  prelude.  It  is  in  reality  a 
clear,  general  statement  of  the  movement,  the  principal  theme 
of  which  is  given  out  by  the  violins,  accompanied  by  a  chro¬ 
matic  phrase  for  the  ’cello  and  bassoon,  which  appears  again 
with  a  phrase  derived  from  the  first  theme  for  its  accompani¬ 
ment,  thus  admirably  preserving  the  unity  of  the  movement. 
The  second  subject,  full  of  hopeful  aspiration,  is  taken  by 
the  oboes,  clarinets,  bassoons,  and  horns,  treated  as  we  have 
already  indicated,  and  supplemented  by  a  new  melody  in  the 
oboes,  supported  by  a  sustained  passage  in  bassoons,  violas, 
and  ’cellos,  one  measure  of  which  is  used  in  imitation  between 
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the  clarinet,  horn,  flute,  and  bassoon,  producing  a  quieter  and 
more  restful  feeling.  A  new  figure  for  the  strings,  however, 
soon  recalls  the  old  unrest,  and  thus  the  first  section  of  the 
Allegro  closes.  After  the  repeat  and  the  working  out  of  the 
movement  a  fine  effect  is  made  by  a  long  decrescendo,  leading 
up  to  a  passage  which  begins  almost  in  a  whisper  and  is  devel¬ 
oped  by  degrees  to  a  tremendous  fortissimo.  The  movement 
closes  with  a  Coda  in  the  same  time  and  general  character  as 
the  opening,  developed  with  constantly  increasing  power. 

The  second  movement  opens  with  an  exquisitely  melodious 
theme  in  the  strings,  followed  by  an  intensely  passionate 
second  theme,  also  in  the  strings,  accompanied  by  a  phrase 
from  the  opening  melody  —  a  form  of  treatment  already 
observed  in  the  Allegro  movement.  After  this  the  first  theme 
returns,  this  time,  however,  for  the  oboe,  with  response  by  the 
clarinet  and  an  accompaniment  of  staccato  chords  for  the  vio¬ 
lins  and  violas.  In  the  close  of  the  movement  the  first  melody 
is  divided  as  a  solo  between  the  violin  and  flute,  with  a  charm¬ 
ing  accompaniment,  and  characterized  by  genuine  romantic 
sentiment. 

The  third  movement  is  introduced  with  a  sweet  and  grace¬ 
ful  melody  for  the  clarinet,  followed  by  an  equally  graceful 
subject  for  clarinet  and  flute.  The  third  melody  is  also 
announced  by  the  clarinet  and  finished  by  the  flute  and  oboe 
with  string  accompaniment.  The  Trio  is  in  strong  contrast 
with  the  opening  of  the  movement.  At  its  close  the  first 
section  is  not  repeated,  as  is  customary  in  a  Scherzo,  whose 
place  the  movement  occupies,  but  its  themes  are  developed 
with  charming  grace  and  skill  in  a  Coda. 

The  Finale  is  the  most  powerful  and  dramatic  section  of 
the  work,  and  is  evidently  intended  as  a  summary  of  the  whole 
symphony.  It  is  composed  of  an  Introduction,  Adagio,  piu 
andante,  and  an  Allegro.  The  Introduction  opens  with  three 
descending  bass  notes  of  highly  tragic  expression,  gradually 
increasing  in  power,  which  are  subsequently  utilized  for 
accompaniment  in  the  Allegro ;  and  the  violins  give  out  a  very 
dramatic  phrase,  which  also  forms  the  opening  theme  of  that 
movement.  All  through  this  majestic  Adagio,  which  seems 
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to  be  an  alternation  between  hope  and  fate,  and  this  is  inten¬ 
sified  when  with  an  acceleration  of  the  time  and  change  of 
key  to  C  major  the  horns  and  trombones  are  introduced,  the 
former  uttering  a  most  passionate  theme  and  the  latter  filling 
in  a  solid  background  of  mysterious  harmony.  The  opening 
theme  of  the  Allegro  recalls  the  choral  melody  of  Beethoven’s 
Ninth  Symphony.  It  is  introduced  in  the  strings,  assisted 
by  the  horn  and  bassoons,  and  is  then  repeated  by  the  wind 
instruments  accompanied  pizzicato  in  the  strings.  Its  effect 
is  magical.  To  the  preceding  gloom,  mystery,  and  passion 
succeeds  a  spirit  of  joyousness  and  healthy  contentment.  The 
work  concludes  with  reminiscences  of  the  preceding  themes. 


Symphony  No.  2  in  D  Major.  Op.  73 

1.  Allegro  ma  non  troppo.  3.  Allegretto  grazioso. 

2.  Adagio  ma  non  troppo.  4.  Allegro  con  spirito. 

The  Second  Symphony  of  Brahms  was  finished  in  1877. 
Only  a  year  had  intervened  since  his  debut  in  this  important 
field  of  music,  but  the  second  work  is  widely  different  from 
the  first  in  its  general  character.  It  is  distinguished  by  cheer¬ 
fulness,  repose,  and  almost  pastoral  simplicity,  and  betokens 
peaceful  existence.  Less  dignified  perhaps  in  its  purpose, 
certainly  less  pedagogic  in  its  structure  and  working  out,  it 
is  none  the  less  interesting  for  the  beauty  of  its  themes,  the 
strength  of  its  contrasts,  the  sustained  character  of  the  vari¬ 
ous  movements,  and  the  unity  of  the  work. 

The  first  movement  suggests  pastoral  simplicity  and  repose. 
The  opening  subject  is  beautifully  set  for  the  wind  instru¬ 
ments,  and  is  thoroughly  melodious,  the  horns  fairly  giving 
out  festive  strains.  The  second  theme  sings  itself  most 
sweetly  and  gracefully  in  the  ’cellos  and  viola.  In  the  work¬ 
ing  out,  however,  a  more  passionate  key  is  struck  and  the  idyllic 
character  of  the  movement  is  disturbed.  Then  follows  a  suc¬ 
cession  of  passages  which  are  almost  stormy  in  their  effect, 
so  strong  are  the  brasses  and  blaring  even  to  dissonance;  but 
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the  angry  waters  are  calmed  again  when  the  first  theme  re¬ 
turns,  this  time  on  the  oboes,  and  the  movement  glides  peace¬ 
fully  along  to  the  Coda,  in  which  the  horn  is  used  with 
fascinating  effect,  and  a  peculiar  tone-color  is  given  by  the 
quaint  pizzicato  string  accompaniment  that  follows. 

The  second  movement  is  somewhat  sphinx-like  as  to  its 
real  purport.  The  themes  are  less  clearly  stated.  The  form 
is  more  unique,  but  the  workmanship  shows  the  same  consum¬ 
mate  perfection  that  characterizes  all  this  composer’s  work. 
Unquestionably  there  is  a  deep  meaning  underlying  it,  both 
in  the  form  itself  and  in  its  expression,  which  we  may  leave 
to  the  hearer  to  interpret. 

This  criticism  does  not  apply,  however,  to  the  third  move¬ 
ment,  for  here  everything  is  clear  and  full  of  cheerfulness, 
even  to  the  verge  of  frolicsome  gayety.  It  is  made  up  of  two 
sections,  an  Allegretto  and  a  Presto.  In  beauty  and  vivacity  it 
resembles  the  opening  movement  and  strongly  partakes  of  the 
Haydn  spirit.  It  begins  with  an  exquisite  pastoral  melody  for 
the  reeds,  which  is  most  deliciously  treated  and  full  of  charm¬ 
ing  variety.  It  then  rushes  on  to  the  Presto,  which  is  a  merry 
rustic  dance  in  itself,  abounding  with  sparkling  humor  and 
even  boisterous  gayety.  Then  comes  a  repetition  of  the  Alle¬ 
gretto,  which  brings  the  happy  scene  to  its  close. 

The  Finale  is  full  of  reminiscences  of  preceding  themes 
which  are  handled  with  great  skill.  After  treating  them  in 
variations  and  with  constantly  changing  shades  of  tone-color, 
sustaining  them  with  all  the  strength  of  a  master,  he  seems 
to  give  a  free  rein  to  his  powers  and  the  movement  rushes  on 
with  constantly  increasing  vigor  and  spirit  to  a  brilliant  and 
sonorous  close. 


i Symphony  No.  3  in  F  Major.  Op.  90 

1.  Allegro  con  brio.  3.  Poco  allegretto. 

2.  Andante  con  moto.  4.  Allegro. 

Brahms’  Third  Symphony,  first  performed  at  one  of  the 
concerts  of  the  Vienna  Philharmonic  Society,  December  2, 
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1883,  is  undoubtedly  the  most  popular  of  the  series  for  the 
reason  that  it  is  clearer  in  its  general  construction  than  the 
others.  At  the  same  time,  while  less  complicated  and  elabo¬ 
rate  in  its  development,  it  is  not  lacking  in  ideas  of  a  thor¬ 
oughly  poetical  kind  and  in  great  variety  of  color. 

The  first  movement  opens  with  a  short  prelude  of  powerful 
chords  by  the  wind  instruments,  introducing  the  first  theme, 
a  majestic  melody,  which  is  given  out  by  the  violins,  accom¬ 
panied  by  the  violas  and  ’cellos,  and  supported  by  the  trom¬ 
bones.  The  theme,  which  is  peculiarly  brilliant  and  even 
heroic  in  its  style,  is  treated  with  masterly  skill  as  it  pro¬ 
gresses  from  a  steady  and  peaceful  flow  to  the  highest  point 
of  vigor  and  majesty.  In  the  transition  to  the  second  theme, 
however,  announced  by  the  clarinets,  occurs  a  more  restful 
period ;  and  the  theme  itself,  which  is  graceful  and  pastoral  in 
style,  imparts  a  serious,  earnest  character  to  the  movement, 
which  is  still  further  enforced  by  the  skilfully  constructed 
Coda. 

The  second  movement  might  almost  be  termed  a  rhapsody, 
as  it  is  very  short  and  is  not  elaborated  after  the  customary 
manner.  The  greater  part  of  the  movement  indeed  rests  upon 
and  grows  out  of  the  opening  theme,  which  is  a  simple  but 
graceful  and  joyous  melody,  in  strong  contrast  with  the  epic 
character  of  the  work.  This  theme  is  taken  alternately  by 
the  wind  instruments,  violas,  and  ’cellos,  and  is  freely  treated 
in  variations,  which  give  beautiful  tone-color  to  it.  It  has  a 
brief  rest  while  the  clarinets  and  bassoons  give  out  a  resonant, 
stirring  phrase  as  if  foreshadowing  what  is  to  come.  It  is 
hardly  pronounced  enough,  however,  to  be  called  a  second 
theme.  The  first  subject  at  once  returns  and  goes  on  to  the 
end  in  a  series  of  delightfully  contrasted  effects. 

The  third  movement,  which  takes  the  place  of  the  ordinary 
Scherzo,  is  mostly  serious  in  its  style,  and  really  fixes  the 
general  character  of  the  symphony.  Its  principal  theme,  a 
genuine  sample  of  the  Lied,  is  given  out  by  the  ’cellos,  at  first 
fanciful,  tender,  and  full  of  simple  grace,  then  reminiscent  and 
contemplative,  and  at  last  dreamy;  to  which  succeeds  a  pas¬ 
sage  for  the  wind  instruments,  soothing  and  almost  suppliant. 
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The  Allegretto  dies  away  in  soft  chords  which  lead  to  the 
Finale  — •  a  passionate,  agitated,  and  sombre  movement,  yet 
heroic,  elevated,  and  strong  in  its  style.  The  theme  with 
which  it  opens  rushes  past  with  all  the  haste  and  mystery 
of  a  vision  in  a  dream,  and  then  reappears  in  a  new  harmonic 
form,  only  to  grow  more  sorrowful  and  gloomy  with  the 
entrance  of  the  trombones  preluding  a  new  phrase,  for  now 
the  sentiment  changes  and  we  have  in  its  place  a  passionate 
conflict.  Through  the  fierce  and  determined  phrases  of  the 
violins,  however,  is  heard  the  steady,  jubilant  song  of  the 
’cellos.  As  they  announce  the  victory  the  gloom  disappears, 
and  gives  place  to  peace  and  rest  once  more,  dignified  and 
ennobled  by  the  heroic  theme  of  the  first  movement. 

Symphony  No.  J/.  in  E  Minor.  Op.  98 

1.  Allegro  non  assai.  3.  Presto  giocoso. 

2.  Andante  moderato.  4.  Allegro  energico  e  patetico. 

The  Fourth  Symphony  is  universally  recognized  as  the  most 
individual  of  all  Brahms’  works  of  this  class.  In  the  sim¬ 
plicity  and  originality  of  its  themes,  and  in  the  subjective 
character  of  its  ideas,  as  well  as  in  its  development,  it  bears 
the  unmistakable  impress  of  its  composer. 

The  first  movement  opens  with  a  melodious  theme  of  unusual 
length  which  is  treated  in  a  masterly  but  intricate  style.  It 
is  a  wayward  fancy,  now  cheerful,  and  again  serious,  but  com¬ 
ing  to  a  sombre  close  as  the  second  theme  enters  in  the  same 
general  manner.  As  the  movement  draws  to  an  end  its  melo¬ 
dious  character  grows  more  joyous,  strong,  and  dramatic, 
and  the  development  leaves  little  to  desire  in  the  way  of  pleas¬ 
ing  variety  and  artistic  effect. 

The  second  movement  is  almost  akin  to  the  Lied  in  the 
gracefulness  and  sweetness  of  its  melody,  its  warmth  of  tone, 
and  refined,  spirituelle  character ;  and  the  third,  in  rondo  form, 
is  full  of  animation  and  good  humor,  and  yet  is  dignified  in 
style  and  strong  in  expression,  as  befits  the  serious  purpose  of 
the  composer,  who  always  has  a  lofty  object  in  view. 
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The  Finale,  a  development  of  the  Passacaglia  form,  is  a 
model  of  earnest,  serious,  artistic  workmanship,  every  measure 
of  it  revealing  the  conscientious  and  scientific  scholar.  It 
opens  with  a  succession  of  massive  chords  introducing  a  stately 
first  theme  which  frequently  reappears.  A  melodious  flute 
solo  intervenes,  and  then  the  development  begins,  in  which 
the  subjects  are  given  out  in  a  broad  and  restful  manner  and 
treated  with  a  richness  of  color  and  refinement  of  style,  as  well 
as  a  perfection  in  workmanship,  which  have  rarely  been 
excelled. 


Academic  Overture.  Op.  80 

The  cheerful,  breezy,  jovial  “  Academic  ”  Overture  was  writ¬ 
ten  by  Brahms  as  a  tribute  of  gratitude  to  the  University  of 
Breslau  for  conferring  upon  him  the  degree  of  Doctor  of 
Philosophy.  It,  as  well  as  the  “  Tragic”  Overture,  was  pro¬ 
duced  in  that  city  in  1881  under  his  own  leadership.  The 
overture  is  clearly  enough  identified  with  the  University  func¬ 
tions  and  particularly  with  the  students’  “  Commersbuch.” 
The  whole  overture  is  ,  built  up  on  themes  taken  from  that 
memorable  collection  of  German  student  songs  now  famous 
the  world  over,  and  some  of  them  pleasantly  familiar  to  our 
own  colleges. 

The  overture  begins  at  once  with  a  stately  theme  announced 
in  the  strings  pianissimo,  horns,  bassoons,  and  drums.  After 
its  development  at  some  length,  a  subsidiary  passage  leads  to 
the  first  of  the  student  themes  “  Wir  hatten  gebauet  ein 
stattliches  Haus  ”  (“We  had  built  a  Stately  House”),  taken 
in  the  basses  and  wood  winds.  After  some  transition  passages 
reference  is  made  to  the  opening  theme,  which  finally  leads 
to  the  second  of  the  student  songs,  “  Der  Landesvater  ”  (“  The 
Country’s  Father”).  This  is  followed  by  another  subsidiary 
passage  in  the  wood  winds,  closing  the  first  part  of  the  over¬ 
ture.  The  next  section  begins  with  the  “Fuchs  Lied”  (“Fox 
Song  ”)  sung  by  the  bassoons  and  clarinets  with  full  orches¬ 
tral  accompaniment,  which  is  carried  from  one  group  of  instru¬ 
ments  to  another  in  a  jolly  manner.  In  the  closing  section 
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all  the  student  songs  return,  but  with  different  modes  of  devel¬ 
opment,  and  lead  at  the  close  to  the  “  Gaudeamus  igitur,” 
given  in  full  force  by  the  orchestra  and  bringing  the  overture 
to  a  triumphant  conclusion. 


Tragic  Overture.  Op.  81 

It  is  a  long  remove  from  the  briskness  and  geniality  of 
the  “  Academic  ”  Overture  to  the  “  Tragic  ”  Overture  with 
its  dark  and  passionate  themes  and  solid  musical  workman¬ 
ship.  The  “  Tragic,”  though  written  first,  bears  a  later  op\is 
number.  Both  were  composed  in  1880  and  given  for  the  first 
time  in  the  following  year.  It  has  no  program  beyond  the 
significance  of  its  title.  Two  themes,  the  one  expressing 
intensely  passionate  sentiment  and  the  dread  of  some  impend¬ 
ing  catastrophe,  and  the  other  fitful  gleams  of  hope,  seem  to 
dominate  the  overture  and  to  represent  the  two  contending 
forces  in  the  human  struggle,  and  the  ultimate  victory  over 
fate  rather  than  any  special  tragedy.  The  first  subject  is 
given  out  in  the  wood  winds,  the  oboe  being  prominently  accom¬ 
panied  by  the  strings  and  the  other  subject  by  the  brasses. 
The  whole  overture  is  devoted  to  this  struggle  and  its  alterna¬ 
ting  phases.  Musically  the  composer  has  not  only  gone 
beyond  the  overture  limits,  but  also  beyond  those  of  the  sym¬ 
phony,  in  his  treatment  of  the  themes  and  in  the  unusual 
amount  of  subsidiary  matter  which  he  introduces  and  elabo¬ 
rates  as  part  of  the  principal  material,  by  reason  of  its 
contrapuntal  connection  with  it.  Hence  the  overture  is  in 
somewhat  irregular  form,  because  of  the  long  and  intricate 
development  of  these  themes  and  subsidiary  passages,  and 
yet  from  the  musical  point  of  view  it  blends  into  a  compact 
whole. 


Serenade  No-.  1.  Op.  11 

Brahms  wrote  two  serenades,  No.  1,  op.  11,  in  D,  for  full 
orchestra,  and  No.  2,  op.  16,  in  A,  for  small  orchestra.  By 
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the  title  “  Serenade  ”  in  this  connection,  however,  the  hearer 
is  not  to  expect  the  vocal  serenade  of  the  lover  to  his  inamorata, 
much  less  such  music  as  may  be  performed  by  an  instrumental 
organization  in  honor  of  some  eminent  personage.  The 
Brahms  serenades  are  purely  instrumental  and  in  regular 
form,  composed  in  several  short  movements  and  constructed 
concisely  upon  thematic  material  and  its  development. 

The  Serenade  No.  1  is  in  five  short  movements.  The  first. 
Allegro  molto,  opens  with  sustained  tones  in  the  violins  and 
’cellos  and  the  announcement  of  the  first  theme  in  the  horns, 
repeated  by  the  clarinet.  After  development  in  full  orchestra, 
closing  with  a  vigorous  climax,  the  second  theme  enters  in 
the  first  violins  and  bassoon  and  then  passes  to  the  first  and 
second  violins.  It  is  developed  at  some  length.  Another 
brilliant  theme  follows,  and  this  part  of  the  movement  closes 
with  a  repetition  of  the  foregoing  work.  The  free  fantasia 
begins  with  the  second  theme,  but  depends  mainly  upon  the 
first,  which  is  elaborately  developed  and  finally  leads  to  the 
first,  announced  in  full  in  the  solo  horn  as  at  first.  The  clari¬ 
net  repetition  also  appears,  and  the  movement  comes  to  a 
closing  pianissimo  in  which  both  themes  have  a  place.  The 
second  movement,  Scherzo,  opens  with  a  theme  in  the  strings 
and  bassoon,  which  is  developed  at  considerable  length  and 
repeated  after  the  Trio.  The  third  movement,  Adagio  non 
troppo,  like  the  first,  is  in  strict  form.  The  opening  theme 
is  given  out  in  the  bass  strings  and  bassoon  and  the  usual 
development  follows.  Passage  work  in  the  first  violins  and 
violas,  with  a  tremolo  accompaniment  in  the  remaining  strings, 
leads  to  the  second  theme,  announced  in  the  horns.  All  this 
thematic  material  is  worked  up,  and  the  movement  closes  with 
a  short  Coda.  The  fourth  movement  is  composed  of  two  light 
Minuets  for  reduced  orchestra,  the  first  being  repeated  after 
the  second.  The  fifth  movement  is  another  Scherzo,  the  prin¬ 
cipal  theme  given  out  in  the  horns,  which  also  have  the  melody 
in  the  Trio.  After  repetition  of  the  trio  the  Scherzo  is 
repeated,  bringing  the  movement  to  its  close.  The  last  move¬ 
ment  is  a  brilliant  Rondo,  composed  of  two  themes,  the  first 
for  the  ’cellos,  clarinet,  and  bassoon,  and  the  second  for  the 
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first  violins  with  accompaniment  by  the  violas,  horns,  and 
’cellos. 


Serenade  No.  2.  Op.  16 

The  second  serenade  of  Brahms,  in  A  major,  is  a  greater 
favorite  with  a  popular  audience  than  the  first  in  D,  possibly 
because  its  melodious  character  imparts  to  it  more  of  the 
conventional  serenade  quality,  though  one  eminent  German 
critic  has  said  that  the  relations  of  the  two  are  those  of  sister 
and  brother,  the  brother  evidently  being  the  Serenade  in  D, 
which  is  more  massively  constructed  and  composed  for  full 
orchestra,  whereas  the  sister  serenade  is  written  only  for 
wood  winds,  horns,  violas,  ’cellos,  and  double  basses.  The 
violins,  which  usually  do  the  principal  part  in  serenade  love- 
making,  are  silent. 

The  opening  theme  is  given  out  in  the  clarinets  and  bassoons 
with  responses  in  the  remaining  wind  instruments,  and  after 
development,  lead  to  the  second,  a  joyous  theme  stated  by  the 
clarinets.  The  development  of  these  two  themes  and  the 
subsidiary  passages  close  this  very  romantic  movement.  The 
second  movement,  Scherzo,  is  in  regular  form,  its  two  fresh, 
charming  themes  •  beautifully  interwoven,  though  the  first 
dominates  the  movement.  The  third  movement  is  an  Adagio, 
beginning  with  a  slow,  quiet,  dreamy  rhythm  in  the  strings, 
forming  a  background  to  a  melody  in  the  flute  and  clarinet 
of  the  same  general  character.  After  development  of  this 
material  an  intermezzo  occurs,  devoted  to  a  fresh,  piquant 
melody,  and  a  repetition  of  the  first  part  closes  the  movement. 
The  fourth  movement  is  a  Minuet  and  Trio  in  usual  form, 
which  is  charmingly  melodious  in  its  construction.  The  last 
movement  is  a  brilliant  Rondo,  the  principal  theme  of  which 
is  announced  in  the  clarinet.  The  second  theme  is  more 
expressive,  and  is  taken  in  canon  form  in  the  clarinets  and 
bassoons.  Its  elaboration  closes  the  serenade.  The  two  sere¬ 
nades  are  dignified,  massive  works,  constructed  in  the  sonata 
style,  every  movement  precisely  formal  and  classic,  and  of 
such  length  and  general  fashion  that  it  is  unlikely  either  of 
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them  will  ever  be  heard  under  a  fair  one’s  window  or  resound 
to  the  tinklings  of  guitars  or  the  jinglings  of  castanets. 


Variations  on  a  Theme  hy  Joseph  Haydn 

The  theme  of  Haydn’s  which  Brahms  selected  for  these 
variations  is  the  “  Chorale  Sancti  Antoni  ”  (the  “  Chorale  of 
St.  Anthony”).  The  variations  are  eight  in  number  and 
close  with  a  finale  of  great  power.  The  theme  itself  is  given 
out  in  the  wind  instruments,  the  double  bassoon,  ’cellos  and 
double  basses  carrying  the  bass.  It  is  hardly  necessary  to 
describe  the  construction  of  each  variation  by  itself.  It  is 
almost  entirely  contrapuntal  work  and  sometimes  independent 
of  the  theme,  so  that  the  connection  is  at  times  difficult  to 
trace.  Like  some  of  the  older  composers,  Brahms  evidently 
selected  the  theme  because  it  lends  itself  well  to  this  form 
of  treatment  and  for  a  display  of  contrapuntal  skill.  The 
result  is  that  after  the  impressive  statement  of  the  theme 
itself,  its  working  up  is  of  more  interest  to  the  trained  musician 
than  to  the  average  concert-goer. 


The  German  Requiem 

The  “  German  Requiem,”  so  called,  is  not  a  requiem  in  its 
sentiment,  nor  in  any  sense,  a  religious  service.  It  might 
with  more  propriety  be  called  a  “  sacred  cantata.”  The  poem 
is  full  of  consolation  for  the  mourner,  of  assurances  of  joy 
hereafter,  of  warnings  against  the  pomps  and  vanities  of  the 
world,  and  closes  with  the  victory  of  the  saints  over  death 
and  the  grave.  The  work  has  seven  numbers  —  two  barytone 
solos  and  chorus,  soprano  solo  and  chorus,  and  four  separate 
choruses. 

The  opening  chorus  (“  Blessed  are  they  that  go  mourn¬ 
ing”)  is  particularly  noticeable  for  the  richness  of  its  accom¬ 
paniment.  In  the  Funeral  March,  which  follows,  a  very 
graphic  resemblance  to  the  measured  tread  of  the  cortege  is 
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accomplished  by  the  use  of  triple  time.  The  third  number 
(“  Lord;,  make  me  to  know  the  Measure  of  my  Days  on  Earth  ”) 
opens  with  a  barytone  solo,  followed  by  two  choral  fugues, 
which  are  solidly  constructed.  They  are  extremely  difficult 
to  sing,  and  call  for  a  chorus  of  unusual  discipline  and  intelli¬ 
gence.  The  fourth,  for  chorus  (“  How  lovely  is  Thy  Dwelling- 
place,  O  Lord  of  Hosts  ”),  is  in  striking  contrast  with  its  pred¬ 
ecessor,  being  a  slow  movement,  and  very  melodious  in  style. 
The  fifth  (“  Ye  now  are  sorrowful,  grieve  not”.),  for  soprano 
solo  and  chorus,  shows  the  composer’s  unusual  power  as  a  song¬ 
writer,  as  well  as  his  melodious  attractiveness  when  melody 
answers  his  purpose.  In  the  next  number,  set  for  chorus  with 
barytone  solo  responses  (“  Here  on  Earth  we  have  no  continu¬ 
ing  Place,  we  seek  now  a  heavenly  One  ”),  the  character  of  the 
music  changes  again,  and  the  resurrection  of  the  dead  is  pic¬ 
tured  in  fugal  passages  of  tremendous  power  and  difficulty. 
After  the  storm  comes  the  calm  again  in  the  Finale  (“  Blessed 
are  the  Faithful  who  in  the  Lord  are  sleeping”),  which  con¬ 
tains  a  reminiscence  of  the  opening  number,  and  closes  the 
work  in  a  gentle,  but  deeply  serious  strain. 


Triumphlied 

“  Triumphlied ”  (“Song  of  Triumph”)  was  written  by 
Brahms  in  commemoration  of  the  victories  of  German  arms  and 
the  reestablishment  of  the  Empire,  and  is  dedicated  to  “  the 
German  Emperor  Wilhelm  I.”  It  was  first  performed  at  the 
Fifty-first  Festival  of  the  Lower  Rhine  at  Cologne  in  1873. 
The  text  is  a  paraphrase  of  certain  verses  in  the  nineteenth 
chapter  of  the  Book  of  Revelation. 

The  scriptural  selections  are  divided  into  three  movements, 
written  for  double  chorus  (with  the  exception  of  two  short 
barytone  solos),  orchestra,  and  organ,  and  are  introduced  by  a 
brief  instrumental  prelude  of  a  solemn  but  animated  and  ex¬ 
ultant  character,  in  the  closing  measures  of  which  both  choirs 
unite  in  jubilant  shouts  of  (“Hallelujah!  praise  the  Lord!”). 
The  theme  of  the  movement  is  the  German  national  hymn 
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(“  Heil  dir  im  Siegerkranz  ”),  which  is  worked  up  with  consum¬ 
mate  skill.  The  first  part  closes  with  a  climax  of  power  and 
contrapuntal  effect  hardly  to  be  found  elsewhere  outside  the 
choruses  of  Handel. 

The  second  movement  (“  Glory  he  to  God !  ”)  is  of  the  same 
general  character  as  the  first.  After  the  opening  ascription,  a 
short  fugue  intervenes,  leading  to  a  fresh  melody  alternately 
sung  by  both  choruses. 

The  third  movement,  after  a  very  brief  but  spirited  orches¬ 
tral  flourish,  opens  with  an  exultant  barytone  solo  (“And 
behold  then  the  Heavens  opened  wide”).  The  choruses 
respond  with  animation  (“And  yonder  a  snow-white  Horse”). 
Again  the  barytone  intervenes  (“And  lo!  a  great  Name  hath 
He  written”),  and  then  the  choruses  take  up  the  majestic 
theme  (“  King  of  Kings  and  Lord  of  Lords  ”),  each  answering 
the  other  with  triumphant  shouts  that  gather  force  and  fire  as 
they  proceed,  and  closing  with  a  mighty  “  Llalleluj  ah  ”  in 
which  voices,  orchestra,  and  organ  join  with  fullest  power. 
The  work  is  one  of  extreme  difficulty,  as  the  two  choirs  are 
treated  independently,  and  their  harmonies  are  complicated, 
though  blended  in  general  effect. 


Hungarian  Dances 

The  Hungarian  Dances  were  originally  written  for  piano 
for  four  hands.  How  many  of  them  are  original  with  Brahms 
it  is  impossible  to  say.  Indeed  the  old  controversy  between 
Remenyi  and  Brahms,  in  which  the  violinist  accused  the  com¬ 
poser  of  stealing  from  him,  may  be  fresh  in  the  reader’s 
memory.  There  is  in  fact  an  almost  endless  number  of  these 
dances,  some  of  them  modern  and  some  very  old,  based  upon 
the  national  Czarda  which  usually  consists  of  two  parts,  the 
one  melancholy,  the  other  wild  and  passionate,  reflecting 
respectively  the  Magyar  and  Gypsy  spirit.  In  those  attrib¬ 
uted  to  Brahms,  whether  the  themes  are  his  own  or  not,  the 
setting  is  unmistakably  his.  Those  most  frequently  played 
belong  to  a  set  of  ten,  originally  adapted  for  four-hand  piano 
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performance,  afterwards  arranged  for  piano  and  violin  by 
Joachim,  and  at  last  scored  for  orchestra  by  Brahms.  They 
are  probably  much  different  in  effect  from  what  they  would 
be  when  played  by  a  band  of  traveling  gypsies,  but  they  are 
specially  interesting  as  showing  how  their  effect  can  be  en¬ 
hanced  when  transformed  into  art  worthy  a  great  composer. 


BRUCH 


1838- 

Frithjof 

THE  story  of  the  old  Norse  Viking,  Frithjof,  is  told  with 
exceeding  spirit  and  beauty  in  the  “Frithjof’s  Saga”  of 
Esaias  Tegner,  Bishop  of  Wexio,  Sweden.  It  was  from  this 
Saga  that  Bruch  derived  the  incidents  of  his  musical  setting 
of  this  stirring  Norse  theme.  The  first  scene  pictures  the 
return  of  Frithjof  from  a  Viking’s  cruise  and  his  joy  at  the 
prospect  of  seeing  Ingeborg,  whose  hand  the  false  brothers 
had  promised  him  if  he  were  successful.  Learning  that  he 
had  been  deceived  in  his  absence,  Frithjof  goes  to  the  temple 
where  the  kings  are  sacrificing,  hurls  the  tribute  in  Helge’s 
face,  fires  the  edifice,  and  hurries  to  the  sea,  pursued  by  his 
enemies.  The  hero  sails  away  again  in  “  Ellida,”  and  becomes 
a  sea-rover.  The  text  closes  with  this  incident. 

The  cantata  opens  with  an  animated  instrumental  introduc¬ 
tion  (“Frithjof’s  Return”),  leading  to  the  barytone  recitative 
and  aria  (“How  bravely  o’er  the  Flood  so  bright”)  — a  very 
expressive  song,  interspersed  with  the  tender,  graceful  chorus 
of  his  companions  (“  O,  ’tis  delight  when  the  Land  far  appear-* 
eth”).  The  second  scene  is  preluded  with  a  wedding  march, 
whose  blithe  measures  are  in  marked  contrast  with  the  bridal 
chorus  (“Sadly  the  Skald  walks  before  the  Train”),  and 
Ingeborg’s  song  (“My  Heart  with  Sorrow  overflowing”),  de¬ 
scribing  her  grief  over  her  unhappy  destiny.  The  third  scene 
(“Frithjof’s  Revenge”),  for  barytone,  chorus,  and  orchestra, 
is  one  of  great  power  in  its  dramatic  and  descriptive  character, 
as  well  as  in  its  masterly  instrumentation.  It  begins  with  a 
chorus  of  priests  (“Midnight  Sun  on  the  Mountain  burns”), 


100  THE  STANDARD  CONCERT  GUIDE 


gradually  accelerating  until  it  is  interrupted  by  Frithjof’s  cry 
(“Go  to  Helas’  dark  Abode”).  Three  bars  of  chorus  inter¬ 
vene  (“Woe!  O  wicked  Deed”),  when  Frithjof,  after  a  short 
recitative,  sings  a  spirited  aria  (“Where  my  Father  rests”). 
At  its  close,  as  he  rescues  Ingeborg’s  ring  and  fires  the  temple, 
the  chorus  resumes  (“Woe!  he  tugs  with  all  his  Might  at  the 
Ring”).  The  choral  finale  of  this  scene,  with  its  effective 
instrumentation,  is  a  masterpiece  of  dramatic  music.  After  the 
storm,  the  calm.  In  that  calm  occurs  a  melodical  episode  of  an 
extraordinary  character.  The  melody  itself  is  so  unlike  any¬ 
thing  which  precedes  or  follows  it  that  it  must  have  been  inter¬ 
polated.  In  grateful  contrast  with  the  revenge  of  Frithjof,  the 
burning  of  the  temple,  and  the  curses  of  the  infuriated  priests, 
comes  the  fourth  scene  (“Frithjof’s  Departure  from  the  North¬ 
land  ”)  —  a  solo  quartet  for  male  voices  (“  Sun  in  the  Sky  now 
mounteth  high”),  of  exquisite  harmony,  leading  up  to  and 
accompanying  a  barytone  solo  remarkable  for  the  tender 
beauty  of  its  melody  and  the  majestic  sonority  of  its  style.  The 
fifth  scene  is  Ingeborg’s  lament  for  her  lost  lover  (“  Storms 
wildly  roar”) — a  soprano  solo,  which,  if  not  so  dramatic 
as  the  music  assigned  to  Frithjof,  is  nevertheless  full  of  beau¬ 
tiful  sentiment.  The  work  closes  with  a  delightful  chorus, 
with  short  phrases  for  Frithjof  (“  Now  he  crosseth  the  Floods 
of  the  salt  desert  Waste  ”),  supposed  to  be  sung  on  board  the 
hero’s  good  ship  “  Ellida,”  as  they  sail  off  for  conquest  and 
the  enjoyment  of  the  booty  he  has  promised  his  companions. 


Fair  Ellen 

The  heroic  defence  of  Lucknow  by  its  British  garrison  in 
1857,  during  the  Sepoy  rebellion,  is  one  of  the  most  memorable 
events  in  the  English  administration  of  India.  The  world  is 
familiar  with  the  story  of  the  disaffection  of  the  native  troops, 
the  failure  of  Sir  Henry  Lawrence,  who  was  in  command,  to 
overcome  the  mutiny,  the  stubborn  defense  which  the  brave 
little  garrison  made  against  the  repeated  assaults  of  the 
native  troops,  their  temporary  assistance  from  Outram  and 
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Havelock,  who  cut  their  way  into  the  city,  and  the  final  relief 
which  was  brought  to  them  by  Sir  Colin  Campbell.  Of  all  the 
stirring  incidents  of  the  siege,  however,  not  one  has  made  such 
a  strong  impression  as  the  fanciful  story  of  the  Scotch  girl  who 
heard  the  slogan  of  the  MacGregors  far  away  and  knew  the 
Highlanders  were  coming  to  their  rescue. 

It  is  this  incident  which  Bruch  has  used  as  the  theme  of  his 
cantata  “  Schon  Ellen”  (“Fair  Ellen”).  The  story  is  iden¬ 
tical  with  the  one  so  often  told  in  prose  and  poetry,  but  the 
dramatis  personae  differ.  Instead  of  General  Lawrence  we 
have  Lord  Edward,  and  instead  of  familiar  Jessie  Brown  we 
have  “Fair  Ellen.”  The  text  of  the  libretto,  however,  is 
weak  and  spiritless  as  compared  with  that  of  the  poetical 
versions,  but  the  strong,  vigorous  music  of  the  cantata  makes 
ample  compensation.  It  is  quite  brief,  there  being  but  two 
solo  parts —  Fair  Ellen,  soprano,  and  Lord  Edward,  bary¬ 
tone —  and  five  short  chorus  numbers.  The  former  are  vig¬ 
orous  and  somewhat  declamatory  in  style,  but  the  choruses  are 
very  melodious  and  stirring.  The  instrumentation  is  unusually 
effective,  and  a  strong  point  is  made  in  the  climax  by  the  inter¬ 
weaving  of  the  familiar  air  (“The  Campbells  are  coming”), 
with  the  orchestral  score.  It  lends  spirit  and  color  to  the  finale, 
and  closes  up  the  work  with  a  fine  burst  of  powerful  effect. 
Short  as  it  is,  “Fair  Ellen”  will  always  be  a  favorite  with 
audiences. 
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Symphony  No.  2,  in  C  Minor 

1.  Moderato.  3.  Scherzo. 

2.  Andante,  feierlich  etwas  bewegt.  4.  Finale. 

THE  first  movement  of  Bruckner’s  Second  Symphony  is  in 
the  ordinary  sonata  form,  opening  with  a  tremolo  of 
violins  and  violas,  accompanying  the  introduction  and  the  first 
theme  which  is  given  out  by  the  ’cellos,  with  responses  from 
the  horns.  The  theme  is  repeated  by  ’cellos  and  double  basses 
to  a  more  vigorous  accompaniment,  and  leads  to  a  climax.  At 
its  close  the  ’cellos  give  out  the  second  theme,  followed  by  a 
motive  in  the  strings  in  unison  which  dominates  the  movement 
through  the  first  part.  Then  follows  the  free  fantasie  with 
reentries  of  the  themes,  stated  in  much  the  same  manner  as 
in  the  beginning  of  the  movement,  after  which,  and  a  short 
passage  in  slow  time,  an  elaborate  Coda  brings  the  movement 
to  a  close. 

The  second  movement,  in  A  flat  major,  is  constructed  upon 
two  themes  in  rondo  form,  the  first  given  out  by  the  first 
violins  with  accompaniment  of  the  other  strings,  and  the 
second,  or  minor  one,  by  the  horn  with  pizzicato  string  accom¬ 
paniment.  These  two  themes  are  developed  in  a  very  skilful 
manner,  especially  the  principal  one  by  the  wind  instruments 
in  the  close,  just  before  the  Coda. 

The  third  movement,  in  C  minor,  opens  with  a  somewhat 
dignified  and  consequential  theme  for  a  Scherzo,  which  is  at 
first  stated  in  unison  by  the  strings,  wood  winds,  and  horns, 
and  afterwards  is  richly  developed  and  leads  up  to  a  most 
resonant  climax.  The  Trio  is  in  waltz  time,  the  theme  being 


BRUCKNER 


103 


given  out  by  the  violas  with  a  violin  tremolo,  and  at  its  con¬ 
clusion  the  opening  of  the  movement  is  repeated  and  followed 
by  a  Coda. 

The  fourth  movement,  in  C  minor,  is  built  up  on  three 
themes  which  are  worked  out  at  great  length  in  succession  and 
with  most  painstaking  elaboration,  the  movement  closing  with 
a  tremendous  climax.  This  symphony,  like  all  of  Bruckner’s, 
is  a  masterpiece  of  musical  mechanics  and  mathematics. 


Symphony  No.  J/.,  in  E  Flat.  (Romantic) 

1.  Allegro  molto  moderato.  3.  Scherzo. 

2.  Andante.  4.  Finale. 

The  Fourth  of  Bruckner’s  symphonies  was  first  produced 
in  Vienna  in  1881  and  was  performed  for  the  first  time  in 
America  by  the  Theodore  Thomas  Orchestra  in  Chicago,  Janu¬ 
ary  22,  1897.  Like  all  of  this  composer’s  symphonies,  it  is  so 
elaborately  constructed  and  full  of  musical  complications  that 
it  is  only  possible,  in  a  volume  of  this  kind,  to  present  a  bare 
sketch.  The  first  movement  opens  with  a  passage  in  the  horns 
accompanied  by  the  strings,  which,  several  times  repeated, 
prepares  the  way  for  the  introduction  of  the  first  and  second 
principal  subjects,  both  of  which  present  two  themes.  These, 
with  their  working  up  and  the  treatment  of  subsidiary  ideas, 
constitute  the  learned  structure  of  the  movement  which  closes 
with  a  return  to  the  horn  passage  of  the  opening. 

The  Andante  is  impressive  and  sombre  in  character,  open¬ 
ing  with  a  funeral  march  with  characteristic  refrains,  followed 
by  a  melody  for  violas  with  string  pizzicato  accompaniment. 
After  the  development  of  this  melody  the  march  theme  is 
restated  most  impressively  and  the  movement  closes  with  drum 
taps  as  the  second  theme  dies  away. 

The  Scherzo  is  a  hunting  movement,  built  up  on  two  lively 
and  graceful  themes,  after  which  is  a  country  dance  which 
furnishes  the  material  for  the  trio.  The  movement  closes  with 
a  repetition  of  the  hunting  scene  music. 
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The  Finale,  Wagner  fashion,  introduces  all  the  principal 
ideas  of  the  other  three  movements,  which  are  worked  up  and 
combined  with  the  utmost  skill.  It  is  in  reality  a  resume  of  the 
whole  symphony.  Old  forms  are  restated,  and  new  forms 
growing  out  of  them  are  presented.  The  workmanship  is  solid 
and  the  learning  of  the  composer  is  everywhere  apparent. 


Symphony  No.  7,  in  E  Major 

1.  Allegro  modebato. 

2.  Adagio:  Sehr  feeerlich  end  langsam. 

3.  Scherzo:  Allegro. 

4.  Finale:  Bewegt,  doch  niciit  schnell. 

Bruckner’s  Seventh  Symphony  was  first  performed  in  Leip- 
sic,  December  30,  1884,  and  was  played  for  the  first  time  in 
America  in  New  York,  July  29,  1886,  under  Theodore  Thomas’ 
direction.  The  opening  theme  of  the  first  movement  is  stated 
by  the  ’cellos,  supported  by  the  violas  and  clarinets.  It  is  then 
repeated  by  the  violins  and  wood  winds,  and  leads  up  to  the 
second  theme,  given  out  by  oboe  and  clarinet.  In  the  fantasia, 
both  themes  are  worked  up  most  skilfully,  and  are  followed 
by  the  Finale,  which  is  complicated  though  regular  in  form, 
and  closes  with  an  impressive  climax. 

The  second  movement,  an  Adagio,  is  based  upon  a  most 
impressive  theme  nobly  worked  out,  and  of  a  nature  to 
appeal  even  to  the  uneducated  hearer.  Though  treated  most 
elaborately,  the  contents  of  the  Adagio  are  very  emotional,  and 
the  coloring  so  beautiful  as  to  appeal  to  every  one.  The 
Scherzo  is  in  regular  form,  and  the  opening  is  full  of  spirit 
and  vivacity.  The  first  violins  give  out  the  theme  of  the 
trio,  and  the  movement  closes  with  a  repetition  of  the  first  part. 

The  last  movement  is  in  rondo  form,  the  violins  giving  out 
a  brilliant  theme,  worked  up  in  a  fascinating  manner,  and 
leading  into  a  second  theme  of  a  more  solid  nature,  also  stated 
by  the  first’  violins.  The  movement  closes  with  a  powerful 
climax,  in  which  the  opening  theme  of  the  first  movement  is 
heard  again. 
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Symphony  No.  9,  in  D  Minor  (Unfinished ) 

1.  Feiereich.  2.  Scherzo. 

3.  Adagio. 

Bruckner’s  Ninth  and  last  Symphony  was  written  1891- 
1894,  and  was  first  heard  in  Vienna,  February  11,  1894.  Its 
first  performance  in  America  was  given  at  Chicago,  February 
19,  1904,  by  the  Theodore  Thomas  Orchestra.  Bruckner  had 
designed  closing  the  symphony  with  a  choral  movement  in  the 
manner  of  Beethoven’s  Ninth,  but  his  death  intervened  and 
left  the  work  unfinished. 

The  opening  movement  is  so  elaborate  in  its  construction  as 
to  render  it  impossible  to  convey  any  intelligent  description 
of  it  in  the  condensed  form  required  by  this  volume.  It  con¬ 
tains  four  principal  themes,  each  leading  up  to  powerful 
climaxes.  The  movement,  indeed,  might  be  called  a  series  of 
climaxes,  for  after  the  reconsideration  of  each  theme  and  its 
fresh  development,  the  movement  closes  with  a  new  elimax, 
which  only  the  word  “  tremendous  ”  can  fitly  describe. 

The  Scherzo  is  a  relief  after  the  tempests  of  the  opening 
movement,  being  in  dance  rhythm,  followed  by  the  Trio,  and 
a  repetition  of  the  first  part.  The  Adagio  movement  consists 
mainly  of  the  complicated  development  of  two  principal  themes 
leading  to  another  powerful  climax,  but  closing  pianissimo. 
The  symphony  is  mostly  interesting  to  musical  scholars.  The 
layman  is  apt  to  be  thankful  the  work  was  left  unfinished, 
though  it  would  have  been  interesting  to  have  had  Bruckner’s 
choral  ideas. 


CHABRIER 


1841  -  1894 
Suite  Pastorale 

THE  “  Suite  Pastorale  ”  is  one  of  Chabrier’s  minor  com¬ 
positions.  The  first  movement,  “  Idylle,”  consists  en¬ 
tirely  of  a  tender,  graceful  little  theme  in  the  solo  flute  with 
pizzicato  string  accompaniment,  followed  by  its  development, 
with  the  addition  of  some  delightful  subsidiary  passages.  The 
character  of  the  second  movement  is  indicated  by  its  title, 
“  Danse  Villageoise,”  a  rustic  dance  with  a  tripping  theme 
given  out  by  the  clarinet,  thence  extending  to  other  instruments. 
After  a  contrasting  middle  part  the  fanciful  theme  returns. 
The  third  movement,  “  Sans  Bois,”  is  clearly  a  wood  visit  and 
is  full  of  forest  stir  and  pastoral  sentiment.  The  last  move¬ 
ment,  “  Scherzo-Valse,”  is  a  long  and  brilliant  dance  which 
brings  this  charming  pastoral  story  in  tones  to  a  vigorous  and 
happy  close. 


CHADWICK 


1854- 

Symphony  No.  3,  in  F 

1.  Allegro.  3.  Saltarello. 

2.  Andante.  4.  Allegro  molto. 

MR.  CHADWICK’S  Third  Symphony  received  the  prize 
offered  by  the  National  Conservatory  at  the  time  when 
Anton  Dvorak  was  its  director,  and  is  dedicated  to  Theodore 
Thomas.  It  is  stated  that  the  theme  for  the  horns  in  unison 
(C,  B,  and  A)  has  reference  to  the  first  three  letters  of  the 
composer’s  name,  B  being  known  in  German  musical  notation 
as  H.  The  opening  theme  of  the  first  movement  is  closely 
elaborated  and  leads  up  to  its  statement  by  full  orchestra.  An 
episode  for  the  oboe  and  clarinet  introduces  the  second  subject 
in  the  horns  with  string  accompaniment.  Its  development  leads 
to  the  entrance  of  the  main  theme  which  is  the  foundation  of 
the  whole  movement. 

The  second  movement  begins  with  a  fresh  and  beautiful 
melody  in  the  strings  which  gradually  gathers  intensity.  The 
second  theme,  which  is  dramatic  in  character,  enters  in  the 
’cellos  and  basses,  continually  gaining  in  vigor.  The  first  sub¬ 
ject  is  then  repeated  with  wood  wind  accompaniment  and  a 
counter  theme  in  the  violins,  the  Coda  bringing  the  movement 
to  its  close. 

The  third  movement  is  in  Saltarello  form  with  the  Trios, 
and  accompanying  melodies  in  the  horn,  flute  and  oboe.  The 
first  Trio  is  in  song  style  for  the  strings,  after  which  the  Sal¬ 
tarello  is  repeated.  The  second  Trio  is  for  the  horns  with  re¬ 
sponses  by  the  other  instruments.  It  is  once  again  vigorously 
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stated  and  followed  by  the  Saltarello,  a  Coda  bringing  the 
close. 

The  last  movement  opens  with  a  theme  started  by  the  horns 
and  accompanied  by  the  full  harmony  of  the  orchestra.  An 
episode  with  trumpet  calls  and  the  repetition  of  the  theme  lead 
to  the  second  subject,  which  is  made  up  of  two  independent 
melodies.  Development  and  working  out  of  this  material  bring 
the  symphony  to  its  close. 


.  Suite  Symphonique 

Mr.  Chadwick’s  “  Suite  Symphonique  ”  in  E  flat  major  enjoys 
the  distinction  of  having  won  the  prize  offered  by  the  National 
Federation  of  Music  Clubs  in  1910,  and  is  dedicated  to  the 
Chicago  Symphony  Orchestra  and  its  conductor,  Mr.  Stock.  It 
is  written  in  four  movements.  The  first,  Allegro  molto  animate, 
opens  with  a  subject  in  the  brasses  and  ’cellos,  violins  accom¬ 
panying.  Another  part  of  it  is  given  out  by  the  clarinet,  the 
first  part  returning  in  the  trombone,  tuba  and  basses.  The 
clarinet  with  harp  accompaniment  gives  out  another  theme, 
followed  by  a  passage  in  the  horns  which  in  turn  is  succeeded 
by  the  second  subject  in  the  strings  and  wood  winds.  Devel¬ 
opment  and  recapitulation  follow  and  the  movement  ends  with 
a  fortissimo  of  the  clarinet  theme  mentioned. 

The  second  movement,  a  romanza,  begins  with  a  theme  for 
the  saxophone  which  is  next  taken  up  in  first  violins,  ’cellos  and 
harp.  An  episode  follows  in  flute  and  bassoon  with  string 
accompaniment.  The  oboe  has  a  short  passage  with  flute  and 
clarinet  accompaniment  and  after  a  cadenza,  the  first  theme 
returns  in  violins  and  ’cellos. 

The  third  movement,  Intermezzo,  begins  with  a  theme  in 
the  clarinet,  bassoon  and  strings,  a  portion  of  which  is  treated 
by  different  instruments.  Both  portions  are  developed,  after 
which  a  new  subj  ect  is  given  out  in  the  .’cellos  and  bassoons. 
After  development  of  this  subject  in  humorous  style,  the  move¬ 
ment  closes.  The  Finale,  an  Allegro  molto  ed  energico,  closes 
the  suite  in  a  most  vigorous  manner. 


CHADWICK 
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Overtures,  Thalia,  E  liter pe,  and  Melpomene 

These  three  overtures  are  grouped  together  because  they 
belong  to  one  family,  and  they  are  presented  not  according  to 
dates  of  composition,  but  rather  with  regard  to  their  contents, 
beginning  with  the  lighter  of  the  three.  Their  subjects,  as  the 
titles  indicate,  are:  “  Thalia,  the  joyful  muse  who  inspired 
gaiety  and  was  the  patroness  of  feasts,  also  known  as  the  muse 
of  comedy;  Euterpe,  the  divinity  of  pleasure,  of  the  music  we 
now  know  as  the  folk  song,  also  the  inventor  of  the  Greek 
double  flute;  and  Melpomene,  the  sombre  muse  of  tragedy,  as 
well  as  of  song  and  harmony.” 

The  “  Thalia  ”  Overture  is  one  of  Mr.  Chadwick’s  earlier 
works  (1882-1883),  and  I  have  the  composer’s  authority  for 
the  statement  that  it  was  written  with  the  sub-title,  “  Overture 
to  an  Imaginary  Comedy,”  and  is  in  reality  a  sort  of  Lustspiel. 
It  is  simply  constructed,  with  an  introduction  and  Allegro,  with 
the  development  of  the  introductory  theme  in  the  middle  and 
at  the  end,  as  in  the  “  Sonata  Pathetique,”  but  without  its  tragic 
significance.  The  overture  is  light  and  melodious  in  character 
and  would  be  specially  adapted  for  the  theater  when  provided 
with  a  capable  orchestra.  It  was  first  performed  by  the  Boston 
Symphony  Orchestra  under  Mr.  George  Henschel’s  direction  in 

1882,  and  again  at  the  Handel  and  Haydn  Society’s  Festival  of 

1883. 

The  “Euterpe”  Overture,  composed  in  1903,  was  first  per¬ 
formed  in  1904  by  the  Boston  Symphony  Orchestra.  It  is 
written  in  the  orthodox  form,  with  an  introduction  and  sym¬ 
phonic  elaboration  of  two  principal  themes,  its  only  deviation 
from  the  symphonic  form  being  that  the  two  themes  are  always 
heard  together  after  the  first  announcement.  The  spirit  of  the 
overture  is  cheerful  and  optimistic  throughout,  as  befits  the 
nature  of  the  charming  queen  of  the  flute.  Being  destitute  of  a 
program,  the  composer  is  left  with  more  freedom  in  working  up 
his  music  and  at  the  same  time  can  preserve  the  strict  form. 
Hence  the  listener  is  not  to  suppose  that  he  is  being  treated  to 
a  glimpse  of  an  Olympian  festival,  in  which  this  muse  of  the 
flute  played  an  important  part,  but  rather  that  he  is  hearing  a 
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classical  composition  laid  out  in  classical  style,  with  its  regular 
introduction,  its  thematic  material,  contrasts,  combinations, 
and  subsidiary  passages  all  woven  into  a  symmetrical  whole. 

The  overture  to  “Melpomene”  was  first  played  by  the  Bos¬ 
ton  Symphony  Orchestra  in  1886.  Its  tragic  mood  is  evidenced 
at  once  in  the  opening  measures.  The  first  theme  of  the  intro¬ 
duction  is  given  out  by  the  English  horn  and  trombone  and 
colors  the  whole  overture.  After  the  theme  has  passed  to  the 
strings  and  wood  winds,  a  new  subject  is  indicated.  Chords  in 
full  orchestra  prepare  the  way  for  the  first  theme  announced 
by  the  strings.  The  rest  of  the  first  section  is  worked  out  in 
regular  form  and  closes  with  a  trumpet  call,  evidently  the 
signal  for  the  contest.  The  second  theme  is  given  out  by  the 
oboe  and  English  horn,  accompanied  by  the  strings  and  wind 
instruments.  This  theme  is  most  elaborately  developed.  Anon 
the  first  theme  reappears  and  leads  to  a  powerful  climax  for 
full  orchestra.  The  strife  is  at  its  height,  but  in  the  Coda  the 
tolling  bells  announce  the  end  of  the  battle.  In  this  work 
the  composer  has  utilized  the  full  resources  of  the  orchestra,  the 
brass  section  and  percussion  instruments  being  specially  con¬ 
spicuous  in  the  dramatic  climax,  and  at  the  same  time  he  has 
displayed  scholarly  skill  in  the  handling  of  the  thematic  ma¬ 
terial  and  in  working  up'  the  tragic  denouement. 


Elegiac  Overture,  Adonais 

The  “Elegiac”  Overture  “Adonais”  was  written  in  1899 
and  is  dedicated  to  the  memory  of  the  composer’s  friend,  Frank 
Fay  Marshall,  who  died  in  1897.  It  was  suggested  by  the 
elegy  of  Shelley  on  the  death  of  Keats.  It  bears  the  same  title, 
“  Adonais,”  but  evidently  is  not  intended  to  illustrate  the  vary¬ 
ing  phases  and  emotions  of  the  poem.  The  inspiration  must 
have  been  caught  from  the  opening  lines  — 

“  I  weep  for  Adonais  —  he  is  dead ! 

Oh,  weep  for  Adonais !  though  our  tears 
Thaw  not  the  frost  which  binds  so  dear  a  head !  ” 


George  W.  Chadwick 


i • 
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but  there  is  no  further  relationship  between  the  music  and  the 
poem. 

The  overture,  which  is  an  Allegro,  begins  with  an  Adagio 
introduction  in  which  a  tender  theme  appears  in  the  first 
violins,  dominating  the  whole  work  in  varied  forms.  This 
is  followed  by  the  first  theme,  which  after  development  gives 
place  to  passage  work  of  a  more  vigorous  character,  still  with 
suggestions  of  the  theme.  At  last  the  theme  returns  in  the 
oboes,  alternating  with  a  passage  in  the  basses  and  bassoons 
which  has  appeared  in  the  passage  work.  The  second  theme 
is  stated  in  the  violins  in  unison  over  chords  in  the  wood 
winds  and  harp  arpeggios.  The  theme  is  followed  by  a 
passage  based  upon  the  theme  in  the  introduction,  and  this 
in  turn  by  a  sombre  hymn  for  the  brasses,  this  section  closing 
with  the  return  of  the  second  theme.  After  a  brief  free  fan¬ 
tasia  and  recapitulation  a  long  Coda  closes  with  a  return  of 
the  introduction  and  the  work  ends  pianissimo. 


Tam  O’Slianter,  Ballade  for  Orchestra 

Mr.  Chadwick’s  lively  setting  of  Burns’  well-known  poem 
was  first  produced  in  1915,  at  Norfolk,  Conn.  The  sketch  is 
condensed  from  one  furnished  by  the  composer  for  the  original 
program.  A  brief  introduction  leads  to  the  Tam  O’Shanter 
theme,  a  chorus  in  the  style  of  the  Scotch  folk  tune,  set 
forth  in  the  horns  and  trombones  and  repeated  by  the  strings 
and  wood  winds.  It  is  interrupted  by  a  thunderstorm  and 
after  it  dies  away,  Tam’s  homeward  journey  begins  in  a 
trotting  figure  in  the  basses  and  ’cellos.  This  is  followed 
by  a  choral  theme  based  on  the  old  Scotch  tune  “  The  Mar¬ 
tyrs.”  At  its  close,  the  composer  presents  the  revel  in  the 
church  in  a  wild  instrumental  orgy.  After  Tam’s  recitative, 
in  the  horns  and  bassoons,  silence  for  an  instant,  and  then 
follows  the  wild  witch  chase  and  the  tragedy  at  the  bridge 
to  Maggie.  In  the  Finale,  the  Tam  O’Shanter  theme  returns 
at  first  in  the  wind  instruments  and  then  to  the  divided 
strings  and  harp.  But  here  it  no  longer  depicts  the  carousals 
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of  the  drunken  Highlanders.  It  is  a  quiet  melody  with  simple 
harmonizing.  A  short  episode  brings  each  fragment  of  the 
revel  in  combination  with  the  trombone  Chorale  and  the  ballade 
ends  with  a  reminiscence  of  the  Tam  O’Shanter  theme. 


CHARPENTIER  (GUSTAVE) 


1860- 

Suite,  Impressions  of  Italy 

THE  name  of  Charpentier  is  not  a  very  familiar  one  upon 
concert  programs,  nor  was  it  well  known  to  the 
American  musical  world  until  his  romantic  opera  “  Louise,” 
first  produced  in  Paris  in  1900,  was  brought  out  in  New  York. 
It  was  during  his  stay  in  Rome  (1888-1890)  that  he  wrote 
the  suite  “  Impressions  of  Italy.”  It  was  first  performed 
entire  in  Paris  in  1892,  and  for  the  first  time  in  this  country 
in  1893  by  the  Theodore  Thomas  Orchestra. 

The  suite  is  in  five  movements,  and  its  program,  affixed 
to  the  score,  furnishes  a  sufficient  musical  analysis.  It  is 
presented  here  in  condensed  form.  In  the  opening  move¬ 
ment,  “  Serenade,”  young  fellows  at  midnight,  returning  from 
the  Osteria,  are  supposed  to  be  singing  serenades  beneath  their 
inamoratas’  windows,  accompanied  by  mandolins  and  guitars. 
In  the  second  movement,  “  At  the  F ountain,”  we  have  the 
march  of  girls  toward  the  waterfalls  in  the  ravines,  while 
the  gay  refrains  of  shepherds  sound  down  from  the  mountain. 
The  third  movement,  “  On  Muleback,”  pictures  the  mules 
trotting  along  to  the  sound  of  their  bells.  The  mulattiere 
(’cello)  sings  a  canzone,  and  “the  sweet  thirds  that  follow 
are  the  loving  songs  murmured  by  fair  girls  in  the  carts 
going  up  to  the  village.”  The  fourth  movement,  “  On  the 
Summits,”  is  a  graphic  and  delightful  Sorrentian  picture. 
The  strings  in  long-sustained  tones  furnish  the  background. 
A  horn  suggests  a  distant  monastery  bell.  The  flutes,  clarinets, 
and  harps  suggest  the  singing  of  birds.  The  violas  and  ’cellos 
sing  of  poetic  enthusiasm,  and  in  the  midst  of  their  deep  tones 
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the  church  bells  are  heard,  the  picture  fading  away  with  their 
gradually  diminishing  sounds.  The  final  movement,  “  Napoli,” 
“is  a  musical  picture  of  Naples.  ...  It  seems  as  if 
songs  came  from  every  street,  dance  rhythms,  the  amorous 
languor  of  violins,  the  amusing  plunking  of  guitars.  Calls 
answer  to  calls,  military  bands  play  loudly  their  brazen  sym¬ 
phony.  Dancers  strike  the  ground  with  their  feet  and  carry 
the  rocking  rhythm  of  tarantellas  from  group  to  group.  ’Tis 
like  the  great  song  of  a  people,  the  hymn  of  Naples  on  its 
azure  bay.” 


Luigi  Cherubini 


CHERUBINI 


1760-1842 

Overture  to  The  Water  Carrier 

THE  Water  Carrier/’  known  in  Germany  as  “Der 
Wassertrager,”  in  France  as  “  Les  deux  Journees,” 
and  in  Italy  as  “  II  Portatore  d’  Acqua/’  was  first  performed 
at  the  Theatre  Feydeau,  Paris,  January  11,  1800,  and  estab¬ 
lished  the  fame  of  Cherubini.  The  story  of  the  opera  relates 
the  many  hair-breadth  escapes  of  one  Count  Armand,  Presi¬ 
dent  of  the  French  Parliament,  in  the  time  of  Cardinal 
Mazarin,  who  succeeds  in  making  his  escape  from  Paris  by 
concealment  in  the  water  cart  of  a  Savoyard  whom  he  has 
once  befriended.  It  is  specially  distinguished  for  the  ease 
and  grace  of  its  introduction  and  the  strong,  vigorous  charac¬ 
ter  of  its  concerted  numbers. 

The  overture  opens  with  an  Andante  introduction,  leading 
through  a  climax  to  the  Allegro,  or  main  section.  After  three 
measures  in  the  strings,  the  full  orchestra  gives  out  the  first 
theme,  fortissimo.  After  the  concluding  melodic  passage  in 
the  flute  and  first  violins,  the  second  theme  is  announced, 
followed  by  passage  work  in  the  flute,  first  violins,  and  clari¬ 
net,  with  full  orchestral  chords  accentuating  it.  The  second 
theme  soon  returns  and  is  elaborated.  A  subsidiary  theme, 
closing  fortissimo  in  full  orchestra,  leads  to  the  free  fantasia, 
after  the  development  of  which,  a  long  and  brilliant  Coda 
closes  the  overture. 


Overture  to  Anacreon 

The  opera  of  “  Anacreon,  ou  l’Amour  fugitif,”  was  first 
performed  at  the  Grand  Opera,  Paris,  October  4,  1803.  The 
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story  is  too  absurd  and  inconsistent  to  be  worth  the  telling. 
At  the  first  presentation  of  the  opera  the  audience  was  con¬ 
vulsed  with  laughter  over  its  silliness,  but  the  overture  has 
survived,  old-fashioned  as  it  is,  and  is  still  a  favorite  in  the 
concert-room.  It  opens  with  a  slow,  dignified  movement  in  the 
full  orchestra,  followed  by  harmonies  in  the  horns  and  wood 
winds  several  times  repeated.  In  place  of  set  themes  it  is  con¬ 
structed  of  fragments  of  phrases  worked  up  by  different 
instruments  but  resolving  into  symmetrical  harmonies.  After 
a  pause,  the  Allegro  opens  in  the  strings  alone  and  is  elabo¬ 
rated  with  great  skill.  The  figure  passes  from  one  group 
of  instruments  to  another,  and  new  matter  is  continually 
developed.  After  an  episode  and  a  pause,  new  material  in 
the  strings,  and  afterwards  in  the  horns,  is  introduced.  In 
the  close  of  the  overture  a  famous  passage  appears  in  the 
violins,  culminating  in  a  shake,  and  bringing  the  work  to  a 
brilliant  close.  One  of  the  peculiar  features  of  this  overture 
is  the  introduction  of  the  long  and  gradual  crescendo  passages 
which  Rossini  afterwards  employed  so  often,  as  well  as  the 
use  of  the  English  horn. 


Frederic  Chopin 


CHOPIN 


1809-1849 
Funeral  March 

THE  “  Funeral  March  ”  of  Chopin,  as  played  in  the  concert- 
room,  is  an  adaptation  of  the  slow  movement  of  Chopin’s 
second  pianoforte  sonata  in  B  flat  minor,  op.  35.  The  work 
is  so  familiar  as  to  need  no  description.  The  circumstances 
under  which  Chopin  wrote  it  however,  as  told  by  M.  Ziem,  are 
of  interest.  Ziem,  the  artist,  had  been  one  evening  to  the 
studio  of  Polignac.  There  was  a  skeleton  in  the  studio  and 
among  the  Bohemian  whimsicalities,  Polignac  placed  it  at  the 
piano  and  guided  its  hands  over  the  keys.  In  Ziem’s  own 
words: 

“  Some  time  later  Chopin  came  into  my  studio,  just  as  George 
Sand  depicts  him  —  the  imagination  haunted  by  the  legends  of  the 
land  of  frogs,  besieged  by  nameless  shapes.  After  frightful  night¬ 
mares  all  night,  in  which  he  had  struggled  against  specters  who 
threatened  to  carry  him  off  to  hell,  he  came  to  rest  in  my  studio.  His 
nightmares  reminded  me  of  the  skeleton  scene,  and  I  told  him  of  it. 
His  eyes  never  left  my  piano,  and  he  asked:  *  Have  you  a  skeleton?’ 
I  had  none;  but  I  promised  to  have  one  that  night,  and  so  invited 
Polignac  to  dinner  and  asked  him  to  bring  his  skeleton.  What  had 
previously  been  a  mere  farce  became,  owing  to  Chopin’s  inspiration, 
something  grand,  terrible  and  painful.  Pale,  with  staring  eyes,  and 
draped  in  a  winding  sheet,  Chopin  held  the  skeleton  close  to  him, 
and  suddenly  the  silence  of  the  studio  was  broken  by  the  broad, 
slow,  deep,  gloomy  notes.  The  ‘Dead  March’  was  composed  there 
and  then  from  beginning  to  end.” 


CORNELIUS 


1824  — 1874 

Overture  to  The  Barber  of  Bagdad 

THE  overture  to  “  The  Barber  of  Bagdad ”  is  one  of  the 
most  charming  works  of  its  kind  in  the  concert  repertory. 
The  story  of  the  opera,  however,  is  weak  and  absurd.  Noured- 
din,  in  love  with  Morgiana,  the  Caliph’s  daughter,  has  a  secret 
interview  with  her  at  the  opening  of  the  work.  Abdul  Hassan, 
a  garrulous  barber,  in  the  meantime  is  watching  for  him  in 
the  street.  Hearing  the  outcries  of  a  servant  who  is  being 
chastised,  he  imagines  Noureddin  is  the  victim.  As  Abdul 
forces  his  way  into  the  house  Noureddin  in  alarm  hides  in  a 
chest.  The  Caliph  arrives  upon  the  scene  and  discovers 
Noureddin,  who  is  nearly  suffocated.  The  barber  revives  him, 
explanations  follow,  and  the  Caliph  gives  the  hand  of  Mor¬ 
giana  to  her  lover.  To  this  silly  tale  Cornelius  set  music 
which  created  a  profound  excitement  among  musicians  in  Ger¬ 
many  when  it  was  first  heard,  and  even  had  an  important 
influence  upon  Wagner. 

In  the  overture  the  composer  has  employed  a  Leitmotif, 
an  Oriental  chromatic  theme,  representing  the  barber,  through¬ 
out  the  opera.  It  is  followed  by  an  allusion  to  a  comic  song 
by  the  barber,  which  with  a  song  by  Noureddin,  calling  for 
Morgiana,  and  another  by  Morgiana,  form  the  introduction. 
The  overture  proper  begins  with  a  charming  melody  in  the 
wood  winds  and  muted  strings,  leading  to  another  beautiful 
passage  from  a  scene  in  the  opera  where  the  slaves  sing  their 
master  to  sleep.  These  two  themes  are  combined  and  elabo¬ 
rated  in  a  most  skilful  and  fascinating  manner.  The  overture 
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comes  to  a  close  with  a  stirring  and  vigorous  Coda, 
only  characterized  by  mirth  and  jollity,  but  also 
ordinary  musical  inventiveness  and  ludicrous  feats 
mentation. 


It  is  not 
by  extra- 
of  instru- 
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1852- 


Symphony  No.  8  in  C  Minor  ( Scandinavian) 

1.  Allegro  moderato  ma  con  moto. 

2.  Molto  adagio. 

3.  Scherzo.  Molto  vivace  quasi  presto. 

4.  Finale.  Allegro  ma  non  tropfo.  Allegro  molto  vivace. 


OWEN’S  Symphony  in  C  minor,  better  known  as  the 


V_>  Scandinavian  Symphony,  was  first  performed  in  London, 
December  18,  1880.  The  opening  movement  is  sombre  and 
almost  melancholy  in  character,  and  delineates  the  natural 
emotions  inspired  by  the  forests  and  mountains  of  Scandinavia. 
It  begins  with  a  quiet  and  serious  theme  for  clarinets  and  "bas¬ 
soons  alone,  to  which  the  violins  reply  without  changing  its 
general  character,  leading  up  after  a  repeat  to  the  full  orches¬ 
tral  effect,  in  which,  excepting  horns  and  trumpets,  the  instru¬ 
ments  are  in  unison.  After  a  short  development  of  this  theme, 
the  second  is  given  out  by  the  violins,  repeated  by  the  ’cellos, 
and  then  taken  by  ’cellos  and  first  violins.  This  theme  is  local 
in  its  color  and  in  strong  contrast  with  the  first  —  the  one 
sombre,  the  other  cheerful.  After  the  repetitions  the  subjects 
are  worked  up  in  the  orthodox  manner,  the  general  character 
of  the  music  alternating  between  energy  and  quiet;  but  the 
first  theme  ultimately  asserts  itself  with  great  power  and 
dominates  the  close  of  the  movement. 

The  second  movement  is  poetical  in  its  sentiment.  It  is 
entitled  “Summer  Night  at  the  Fjord,”  and  is  intended  to 
represent  the  impressions  of  one  standing  by  the  water  in  the 
moonlight,  looking  out  on  the  one  hand  at  the  shimmering 
waves,  and  on  the  other  at  the  darkling  mountains.  The 
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northern  color  is  even  stronger  in  the  Adagio  than  in  the 
opening  movement.  It  opens  with  a  short  passage  in  the 
strings,  "which  alternates  between  them  and  the  wood  winds 
and  is  charmingly  treated.  As  it  comes  to  a  close  an  unex¬ 
pected  but  delightful  intermezzo  occurs  —  an  Allegretto, 
representing  a  party  of  pleasure-seekers  sailing  along  the 
other  shore,  whose  song  comes  across  the  water  to  the  listener 
and  disturbs  his  meditations.  The  song  is  given  out  by  the 
horn  quartet  with  harp  accompaniment,  and  diminishes  as  the 
boat  sails  along  in  the  darkness,  finally  dying  away  into  the 
stillness  of  the  night.  Once  more  the  flute  and  oboes,  followed 
by  the  violins,  take  up  the  principal  theme  of  the  Adagio,  and 
the  development  proceeds  to  the  end,  interrupted  for  a  few 
measures  only  by  the  horn  theme,  which  is  again  heard  in  the 
distance  through  the  dreamy  visions  of  the  Fjord. 

The  Scherzo  presents  a  third  picture  entirely  different  from 
its  predecessors  in  color  and  outline.  From  the  moonlight 
night  on  the  Fjord  we  are  transported  at  once  into  the  heart 
of  a  northern  winter,  and  enjoy  a  sleigh-ride.  The  opening 
theme,  introduced  by  the  strings,  and  its  treatment  are  full 
of  the  freedom  and  exhilaration  of  the  drive,  and  ingeniously 
reproduce  the  motion  of  the  horses,  while  the  triangle’s  clang 
supplies  the  jingle  of  the  bells.  The  Scherzo  is  in  conven¬ 
tional  form,  and  has  a  pretty  Trio  and  Coda  reuniting  the 
themes  of  each. 

The  final  movement  is  constructed  upon  a  larger  and  more 
energetic  plan  than  any  of  the  others.  It  enters  with  its  main 
subject  in  unison.  The  second  theme  is  introduced  by  the 
violins,  followed  by  the  basses,  and  after  its  working  up,  the 
first  part  of  the  movement  closes  with  the  repetition  of  the 
opening  theme.  From  this  point  on  the  movement  is  in  the 
nature  of  a  fantasie,  which  is  devoted  not  alone  to  the  first 
theme,  but  includes  in  its  scheme  the  second  motive  of  the 
first  Allegro,  the  opening  bars  of  its  first  theme,  and  the 
principal  theme  of  the  Adagio.  The  entire  close,  however, 
is  dominated  by  the  strong  theme  which  opened  the  move¬ 
ment,  and  is  treated  in  a  highly  skilful  manner. 
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1862  - 

Prelude,  Afternoon  of  a  Faun 

THE  prelude,  “ Afternoon  of  a  F aun,”  suggested  by  the 
symbolic  poem  of  Mallarme,  “  L’apres  Midi  d’un  Faune,” 
was  performed  for  the  first  time  in  Paris,  in  1894.  Notwith¬ 
standing  the  somewhat  obscure  text  of  the  poem,  the  com¬ 
poser  has  accompanied  it  with  delicate,  expressive,  and  grace¬ 
ful  music  significant  of  the  sensuous,  pleasure-loving  nature  of 
the  Faun.  It  is  in  effect  a  pastoral  rhapsody  without  fixed 
form,  the  composer  apparently  having  given  himself  up  to 
the  formless  and  sensuous  character  of  the  text.  The  prin¬ 
cipal  theme  is  given  out  in  the  solo  flute  and  colors  the  entire 
prelude.  It  is  a  very  dreamy  melody  and  is  heard  repeatedly 
in  the  wood-wind  tones  and  distant  sound  of  horns.  After 
the  theme  has  had  its  way,  the  oboe  and  clarinet  enter  in  a 
dialogue  of  a  passionate  nature.  The  flute  theme  soon  returns, 
however,  and  after  a  subsidiary  passage  in  the  ’cello,  rejoins 
the  flute,  the  melody  finally  dying  away  as  the  charming  pic¬ 
ture  disappears.  The  spirit  which  pervades  the  closing  section 
is  reflected  in  Edmund  Gosse’s  rhapsodical  interpretation  of 
the  concluding  lines  of  the  poem: 

“  The  delicious  hour  grew  vaguer.  Experience  or  dream,  he  (the 
Faun)  will  never  know  which  it  was.  The  sun  is  warm,  the  grasses 
yielding;  and  he  curls  himself  up  again  after  worshiping  the  effica¬ 
cious  star  of  wine  that  he  may  pursue  the  dubious  ecstasy  with  the 
more  hopeful  boskages  of  sleep.” 

Suite,  Three  Nocturnes 

The  three  nocturnes  comprising  this  suite  were  written,  in 
1897-1899.  They  are  not  nocturnes  in  the  ordinary  meaning 
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of  the  term,  but  impressions.  Though  they  have  a  program, 
they  do  not  describe  objects,  only  fantasias  upon  objects. 
Perhaps  they  may  be  more  accurately  defined  as  dreams  — 
delicate,  fleeting,  elusive  fancies  connected  in  this  case  with 
the  motion  or  rhythm  of  the  objects.  The  three  nocturnes 
are:  “Clouds,  and  their  floating  across  the  sky;  festivals, 
movement,  rhythm  dancing  in  the  atmosphere;  Sirens,  the 
sea  with  its  rhythm,  and  the  song  of  the  Sirens.”  It  would 
be  useless  to  describe  this  dream  music  in  cold  type.  One 
of  the  best  descriptions  of  it  has  been  made  by  Bruneau,  the 
composer: 

“  Here,  with  the  aid  of  a  magic  orchestra,  he  has  lent  to  clouds 
traversing  the  sombre  sky  the  various  forms  created  by  his  imagina¬ 
tion;  he  has  set  to  running  and  dancing  the  chimerical  beings  per¬ 
ceived  by  him  in  the  silvery  dust  scintillating  in  the  moonbeams; 
he  has  changed  the  white  foam  of  the  restless  sea  into  tuneful  Sirens.” 

Debussy  himself  explains  the  significance  of  these  noc¬ 
turnes  as  follows: 

“  Nuages.”  —  The  unchanging  aspect  of  the  sky,  and  the  slow, 
solemn  movement  of  the  clouds  dissolving  in  gray  tints  lightly  touched 
with  white. 

“  Fetes.”  — •  The  restless  dancing  rhythm  of  the  atmosphere  inter¬ 
spersed  with  sudden  flashes  of  light.  There  is  also  an  incidental 
procession  (a  dazzling  imaginary  vision)  passing  through  and 
through  and  mingling  with  the  aerial  revery;  but  the  background  of 
uninterrupted  festival  is  persistent  with  its  blending  of  music,  and 
luminous  dust  participating  in  the  universal  rhythm  of  all  things.” 

Debussy  has  also  written  symphonic  sketches  called  “  The 
Sea,”  divided  into  three  parts:  “  1.  From  dawn  till  noon  on  the 
sea.  2.  Frolics  of  waves.  3.  Dialogue  of  the  wind  and  the 
sea.”  Like  the  “  Three  Nocturnes,”  the  sketches  defy  analysis. 
They  are  but  dreams,  the  impressions  and  bizarre  fancies  of 
a  dreamer.  The  music  is  as  mysterious  as  the  sea  itself. 

Petit  Suite 

The  “  Petit  Suite  ”  of  Debussy’s  was  originally  written  for 
the  piano,  four  hands,  in  1889,  and  arranged  for  orchestra  by 
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Henri  Bussex  in  1909.  The  suite  is  in  four  movements.  The 
first  (“En  Bateau”)  opens  with  a  theme  in  the  flute  with 
accompaniment  in  the  strings  muted.  After  development,  a 
new  theme  appears  in  the  violins  and  clarinets.  This  in  turn 
is  developed,  after  which  the  opening  theme  returns  this  time 
to  the  violins. 

The  second  movement  (“  Cortege  ”)  begins  with  a  theme 
in  the  flutes  and  oboes,  the  strings  pizzicato  and  the  harp  and 
triangle  giving  the  march  rhythm.  A  counter  theme  is  given 
to  the  lower  strings,  after  which  the  march  returns.  After  a 
new  subject  in  the  strings,  the  march  closes  the  movement. 

The  third  movement  (“Menuet”)  after  introduction  in  the 
wood  winds  opens  with  a  theme  in  the  first  violins.  The 
theme  of  the  Trio  is  announced  by  the  bassoon  with  string 
accompaniment  and  after  development,  the  theme  of  the 
first  part  is  given  in  the  oboe. 

The  fourth  movement  (“Ballet”)  opens  with  a  theme  in 
the  strings  in  unison.  After  a  continuing  section  in  the  strings 
and  its  development,  the  first  theme  returns  in  full  orchestra. 
A  new  subject  appears  in  the  violins  to  waltz  time.  After 
the  recurrence  of  the  first  theme,  the  movement  closes  with 
suggestions  of  the  waltz. 


Gigues 

“  Gigues  ”  is  the  first  of  a  set  of  three  pieces  for  orchestra 
called  “  Images,”  the  other  two  being  “  Iberia  ”  and  “  Rondes 
de  Printemps.”  After  a  long  introduction,  the  first  theme 
is  given  out  as  a  solo  in  the  oboe  d’Amere.  This  is  followed 
by  a  second  theme  in  the  bassoons.  These  two  themes  form  the 
principal  material  of  the  piece  and  are  worked  up  in  the 
Debussy  manner. 


Clement  Deltbes 
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1836-1891 
Suite,  Sylvia 

THE  delightful  ballet  of  “  Sylvia,”  or  “  The  Nymphs  of 
Diana,”  from  which  the  composer  compiled  this  suite, 
was  first  performed  in  Paris  in  1876.  As  arranged  for  con¬ 
cert  purposes  it  is  in  four  movements:  1.  Prelude  and  Les 
Chasseresses.  2.  Intermezzo  and  Valse  lento.  3.  Pizzicati. 
4.  Cortege  de  Bacchus.  The  first  movement  is  devoted  to 
the  chase,  which  is  in  full  action  after  a  short  prelude  in  the 
strings  and  dies  away  gradually  in  the  distance.  The  second 
movement  is  a  languishing  waltz,  succeeding  a  picturesque 
intermezzo.  The  third  movement,  pizzicato,  is  a  dainty, 
piquant  bit,  the  first  violins  giving  out  the  theme  accompanied 
by  the  other  strings,  pizzicato,  and  leading  up  to  the  closing 
movement,  Bacchus’  revel.  It  is  a  picture  of  a  fantastic  bac¬ 
chanalian  march  movement  in  which,  in  the  original  ballet, 
satyrs  appear,  armed  with  javelins,  whose  approach  is  indi¬ 
cated  by  the  trumpets.  Maidens  enter  with  flowers,  followed 
by  half-drunken  fauns,  bringing  a  goat  for  sacrifice.  The 
revel  begins  in  wild  glee.  The  tempo  quickens,  the  drums 
beginning  and  the  basses  and  strings  continuing  the  pranks 
of  the  mad  company.  The  arrival  of  the  wine-drinking  god  is 
suggested  in  an  unexpected  Largo,  which  as  suprisingly  de¬ 
velops  into  the  wild  delights  of'  the  revel. 


DOHNANYI 


1877- 

Suite  for  Orchestra 

DOHN'ANYI’S  fascinating  “Suite  for  Orchestra”  was  writ¬ 
ten  in  1911  and  is  scored  for  an  unusually  complete 
orchestra.  It  is  in  four  movements.  The  first.  Andante  con 
Variazioni,  opens  with  an  attractive  theme  in  the  wood  winds, 
subsequently  taken  by  the  strings  and  treated  to  six  varia¬ 
tions.  The  second  movement.  Scherzo,  opens  with  a  theme 
in  the  wood  winds  and  repeated  in  the  strings.  The  Trio 
follows,  the  theme  assigned  to  clarinet,  and  after  develop¬ 
ment,  the  main  theme  is  heard  again,  the  movement  closing 
with  the  Trio  theme  in  the  horns.  The  third  movement, 
Romanza,  opens  with  a  graceful  theme  in  the  oboe,  followed 
by  a  pert  melody  in  the  English  horn.  A  third  theme  ensues 
in  the  strings  with  harp  accompaniment.  All  this  material 
is  developed  and  the  movement  closes  with  the  return  of  the 
second  theme.  The  fourth  movement,  Rondo,  opens  with  a 
theme  in  the  strings,  repeated  in  the  wood  winds.  After  a 
fortissimo  phrase  and  the  reentrance  of  the  first  theme,  a 
new  subject  appears  in  the  flute  leading  to  a  theme  in  the 
strings  with  ’cello  accompaniment.  This  material  is  devel¬ 
oped  and  the  main  theme  reappears.  This  is  worked  up  to  a 
crescendo.  The  strings,  wood  winds  and  horns  give  out  a  vig¬ 
orous  theme,  the  rhythm  accented  by  the  castanets.  In  the 
closing  measures  the  theme  of  the  opening  movement  is 
heard. 
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Scherzo,  L’Apprenti  Sorcier 

THE  Scherzo,  “  L’Apprenti  Sorcier,”  is  a  fanciful  com¬ 
position  based  upon  Goethe’s  ballad  “  Der  Zauberlehr- 
ling”  (“The  Magician’s  Apprentice”)  and  was  first  per¬ 
formed  in  Paris  in  1897.  The  work  is  free  in  form,  and 
simply  describes  in  a  picturesque  way  the  strange  antics  as 
recorded  in  the  poem  performed  by  the  apprentice  after  he 
escaped  from  his  master’s  service.  An  analysis  of  the  music 
is  hardly  necessary,  so  clearly  is  the  story  told.  In  various 
fantastic  ways  the  composer  describes  the  river  which  sup¬ 
plies  water  for  the  bath,  and  particularly  the  apprentice’s 
misadventure  with  the  broom,  which  he  bids  stand  upon  two 
legs  and  bring  the  water  in  a  pail.  In  an  unfortunate  moment 
he  forgets  the  magic  word,  and  the  broom  continues  bringing 
pails  of  water  until  the  house  is  flooded.  Thereupon  he  seizes 
an  axe  and  splits  the  broom  in  twain,  which  only  increases 
his  troubles,  for  both  parts  hurry  off  for  water  and  empty  it 
into  the  house  in  such  quantities  that  the  frightened  amateur 
implores  his  master  to  return,  and  help  him  out  of  his  plight. 
The  composer  has  told  the  quaint  story  in  tones,  with  great 
dexterity  and  strong  effect. 


DVORAK 

1841-1904 

Symphony  No.  3  in  D  Major.  Op.  60 

1.  Allegro  non  tanto.  3.  Scherzo  (furiant). 

2.  Adagio.  4.  Finale.  Allegro  con  spirito. 

v  / 

DVORAK’S  Third  Symphony  was  written  in  1884*  and 
was  also  his  first  published  work.  Notwithstanding  its 
essentially  Slavic  character  the  regular  symphonic  form  is 
not  modified  in  any  particular. 

The  first  movement  contains  a  rich  display  of  musical  ideas 
in  its  group  of  themes.  The  prelude  to  the  opening  theme 
is  divided  between  the  wind  instruments,  basses,  and  bassoons, 
and  after  four  bars  the  subject  is  reached;  but  the  key  soon 
changes  and  a  vigorous  interruption  occurs,  after  which  the 
theme  returns  in  the  original  time  with  a  brilliant  forte  pas¬ 
sage  in  the  brasses.  Its  stay  is  transient,  however,  and  the 
interruption  occurs,  vivacious  in  its  character,  which  leads 
up  to  the  Introduction  to  the  second  theme  —  a  thoroughly 
unique  melody  given  out  by  the  ’cellos  and  horns,  with  a  pic¬ 
turesque  string  accompaniment.  A  duet  for  oboe  and  bassoon 
follows,  with  a  melodious  figure  in  accompaniment  in  the 
second  violins  and  violas,  and  a  long-sustained  tone  in  the  first 
violins.  The  theme  is  then  repeated  by  full  orchestra,  after 
which  all  the  ideas  of  the  movement,  of  which  there  are  no 
less  than  six  distinct  ones,  are  worked  out  in  the  orthodox 
form. 

The  second  movement  is  rich  in  color,  though  gentle  and 
dreamy  in  its  sentiment.  After  a  short  prelude,  as  in. the 
first  movement,  the  first  theme  is  given  out  by  the  strings  with 
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accompaniment  in  the  wind  instruments.  After  a  short  epi¬ 
sode  we  reach  the  second  part  of  the  theme,  taken  by  the 
flutes,  with  a  refrain  by  the  oboes.  The  key  then  changes, 
and  another  short  episode  leads  back  to  the  original  key  and 
principal  subject.  Another  episode,  developed  from  the  mate¬ 
rials  of  this  theme,  occurs  and  is  followed  by  the  Coda,  in 
which  there  is  a  characteristic  ’cello  solo. 

The  third  movement  gives  a  national  character  to  the  whole 
symphony.  It  is  marked  “  Furiant,”  and  is  in  form  and  sub¬ 
stance  almost  identical  with  the  Slavonic  dances,  so  many  of 
which  Dvorak  has  arranged.  Its  opening  theme  is  fresh, 
piquant,  and  spirited,  and  is  repeated  over  and  over  to  a  wild 
and  furious  accompaniment,  punctuated  and  emphasized  with 
all  the  strange  accents  and  unusual  rhythms  that  characterize 
the  Bohemian  and  Hungarian  music.  The  excitement  reaches 
its  climax  in  the  Trio,  in  which  the  flutes  and  strings,  pizzicato, 
carry  the  melody,  and  the  piccolo  gives  it  the  genuine  Slavic 
color.  The  second  theme  of  the  trio  is  broader  and  more  digni¬ 
fied  in  style,  and  at  its  close  the  Scherzo  is  repeated  and  ends 
this  stirring  movement. 

The  last  movement  is  made  up  of  simple  Bohemian  melo¬ 
dies,  treated  in  the  most  vigorous  style.  The  opening  theme 
is  given  out  by  the  strings  and  clarinets,  and  with  constantly 
accelerating  tempo  dashes  on  with  a  second  theme  for  oboes 
and  horns,  which  grows  fairly  furious  when  taken  by  the 
whole  orchestra  and  yet  shows  humorous  features  in  the  pecu¬ 
liar  entrances  of  the  horns  and  trombones.  The  Coda  opens 
with  the  first  theme  set  forth  by  the  horns  and  violas,  and  is 
developed  with  great  skill.  The  movement  comes  to  an  end 
with  a  brilliant  and  vigorous  Presto. 

Symphony  No.  5  in  E  Minor.  Op.  95  (From  the  New  World) 

1.  Adagio.  3.  Larghetto. 

2.  Allegro  molto.  4.  Scherzo  molto  vivace. 

5.  Allegro  con  fuoco. 

Dvorak’s  Fifth  Symphony  is  one  of  peculiar  interest,  not 
only  because  of  its  intrinsic  beauties  and  excellences,  but 
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also  because  it  is  in  one  sense  a  tribute  to  America  by  its 
utilization  of  negro  melodies  in  the  thematic  treatment.  After 
an  expressive  introduction,  the  first  theme  is  given  out  by  the 
horns  and  shortly  the  New  World  character  of  the  work  is 
illustrated  by  a  rollicking  passage  for  flutes  and  oboes,  fol¬ 
lowed  by  a  theme  for  flute  with  subdued  string  accompani¬ 
ment,  which  every  one  will  recognize  as  borrowed  from  the 
negro  jubilee  melody,  “Swing  low,  sweet  Chariot.”  The 
remainder  of  the  movement  is  devoted  to  a  conventional  but 
most  unique  and  complicated  working  up  of  these  simple 
thematic  materials. 

After  a  short  introduction  for  wood  winds  and  brasses  a 
most  bewitching  melody  is  given  to  the  English  horn  in  the 
second  movement  accompanied  by  muted  strings.  Its  loveli¬ 
ness  and  pathos  can  hardly  be  overstated.  After  a  repetition 
of  much  of  the  introduction  the  beautiful  melody  returns 
and  is  soon  followed  by  a  more  resonant  theme  for  flutes  and 
oboes.  This  in  turn  is  succeeded  by  some  complicated  devel¬ 
opment  leading  up  to  the  conclusion,  the  “  swan  song  ”  of 
which  is  the  beautiful  melody  already  referred  to,  which 
seems  even  more  beautiful  in  its  new  setting. 

The  Scherzo  is  in  the  usual  form,  and  besides  its  own 
themes  contains  reminiscences  of  the  first  movement.  The 
last  movement  not  only  deals  with  its  own  materials  but 
those  of  all  the  other  movements,  including  the  beautiful  horn 
theme  of  the  second,  and  closes  a  symphony  which,  if  not  as 
orthodox  as  some  of  its  predecessors,  is  yet  full  of  beauty 
and  deservedly  a  favorite. 


Suite  in  D.  Op.  89 

The  D  major  suite  of  Dvorak’s  is  laid  out  in  five  move¬ 
ments:  1.  Prelude  (“Pastorale”);  2.  Polka;  3.  Menuet;  4. 
Romanza;  5.  Furiant.  In  the  “Pastorale”  a  single  theme 
is  employed,  given  out  by  the  first  violins  and  oboe  soon 
extended  in  the  ’cellos  and  bassoons,  and  gradually  worked 
up  to  a  climax,  the  movement  ending  andante.  The  second 
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movement  is  in  dance  form,  the  theme  beginning  in  the  strings 
and  repeated.  A  second  theme  appears  in  unison  in  the  vio¬ 
lins,  violas,  and  bassoons,  with  a  picturesque  accompaniment. 
In  the  Trio  the  principal  subject  enters  in  the  violins  and 
the  first  part  is  repeated.  In  the  Menuet,  a  Styrian  rhythm, 
the  subject  is  given  out  in  the  clarinet  and  bassoon,  followed 
in  the  violins  and  developed  without  a  trio.  In  the  repeat 
of  the  first  subject  it  is  treated  with  still  fuller  harmonic 
effect.  In  the  Romanza  the  principal  theme  is  taken  by  the 
English  horn,  giving  it  a  pastoral  effect,  and  is  developed 
in  the  other  wood  winds  with  a  triplet  accompaniment  in  the 
strings.  The  last  movement,  Furiant,  might  be  described  as 
a  Slavonic  frenzy.  The  oboe  gives  out  the  theme,  which  is 
then  taken  up  in  the  strings.  A  contrasting  theme  appears, 
though  it  is  based  upon  the  same  figure.  In  the  development 
of  the  theme  the  composer  has  introduced  rushing  climaxes 
and  tremendous  fortissimos,  the  work  closing  with  a  brilliant 
display  of  orchestral  resources  and  tonal  pyrotechnics. 
Dvorak  is  credited  with  introducing  two  new  Bohemian  forms 
—  the  “Dumken,”  or  Elegy,  and  the  “Furiant,”  a  wild 
Scherzo,  as  described  above. 


Slavic  Rhapsody ,  No.  S.  Op.  Jf.5 

The  “  Slavic  ”  Rhapsody  is  somewhat  unique,  being  in  four 
sections,  but  constructed  upon  a  single  theme,  which  is  first 
stated  by  the  harp  alone,  and  is  then  taken  up  in  the  wood 
winds  in  an  andante  maestoso,  and  further  developed  in  the 
’cellos,  wood  winds,  and  harp.  In  the  second  section  the 
theme  appears  in  ever-shifting  figures,  at  last  worked  up  to  a 
powerful  fortissimo  in  full  orchestra.  In  the  third  section  the 
theme  appears  in  its  first  form  in  the  wood  winds,  most  ingen¬ 
iously  elaborated,  and  also  in  its  second  form.  In  the  final 
section  it  returns  in  many  new  shapes,  and  in  the  Coda  two 
more  variants  of  it  appear.  As  the  title  indicates,  the  color 
of  the  rhapsody  is  Slavic. 
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Overtures,  In  der  Natur,  op.  91;  Carnival,  op.  92; 

Othello,  op.  93 

The  three  overtures  entitled  above  are  grouped  together 
for  the  reason  that  they  were  written  as  a  trilogy  by  the 
composer  and  were  intended  to  be  played  together.  They 
were  styled  “  Triple  Overture  ”  and  were  described  in  the  pro¬ 
gram  of  the  first  performance  as  “Nature,”  “Life”  (“Bo¬ 
hemian  Carnival”),  and  “Love”  (“Othello”).  The  inter¬ 
relation  of  the  three  seems  somewhat  forced,  when  judged  by 
the  titles,  but  they  are  connected  by  the  link  of  one  theme 
which  is  specially  conspicuous  in  the  first  and  third  overtures, 
with  a  reference  to  it  in  the  second. 

As  to  the  “  Nature  ”  Overture,  Dvorak  has  left  this  clew  to 
its  meaning:  “  The  composer  chose  in  the  part  entitled  ‘  Nature  ' 
to  present  the  emotions  awakened  in  a  solitary  walk  through 
meadows  and  woods  on  a  quiet  summer  afternoon  when  the 
shadows  grow  longer  and  longer  until  they  lose  themselves 
in  the  dusk  and  gradually  turn  into  the  early  shades  of  night.” 
The  overture  opens  with  the  theme  already  mentioned,  given 
out  in  the  bassoon  and  violas  with  soft  responses  by  the  flute. 
It  is  developed  in  a  graceful  crescendo,  and  finally  is  an¬ 
nounced  fortissimo  in  full  orchestra.  After  subsidiary  pas¬ 
sages  the  strings  give  out,  pianissimo,  a  light  and  trifling  little 
theme.  This  also  is  gradually  worked  up  to  a  climax  in  which 
the  first  theme  returns  fortissimo.  After  the  free  fantasia, 
the  third  part  begins  with  the  first  theme  announced  by 
English  horn  and  bass  clarinet.  Further  development  fol¬ 
lows,  and  the  Coda  opens  with  the  first  theme  fortissimo  in 
the  horns  and  trumpets,  accompanied  by  the  violins  and  violas, 
after  which  the  overture  comes  to  a  tranquil  close. 

The  composer  has  also  left  a  clew  to  the  meaning  of  the 
“  Carnival  ”  Overture.  He  says  he  “  imagines  the  lonely, 
contemplative  wanderer  reaching  the  .city  at  nightfall,  where 
a  carnival  of  pleasure  reigns  supreme.  On  every  side  is 
heard  the  clangor  of  instruments,  mingled  with  shouts  of  joy 
and  the  unrestrained  hilarity  of  the  people  giving  vent  to 
their  feelings  in  their  songs  and  dance-tunes.”  The  over- 
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ture  begins  with  a  brilliant,  vigorous  theme,  fortissimo,  in 
full  orchestra,  describing  the  revelry  of  the  people,  which 
is  freely  developed.  After  subsidiary  passages,  the  first  and 
second  violins  introduce  a  second  theme  of  a  more  quiet 
nature,  a  counter  figure  appearing  in  the  oboes  and  clarinets. 
After  its  development,  the  opening  theme  returns  in  the  vio¬ 
lins,  wood  winds,  and  harp,  and  a  fortissimo  leads  to  an 
entirely  new  subject.  The  wanderer,  mentioned  in  the  com¬ 
poser’s  statement,  accidentally  encounters  some  surreptitious 
lovemaking  in  a  quiet  corner,  and  this  gives  rise  to  an  episodic 
melody  alternately  announced  in  flute  and  violins  with  an 
accompanying  figure  in  the  English  horn.  The  episode  is  a 
charming  one,  but  is  of  short  duration,  and  leads  to  the  orig¬ 
inal  Allegro  and  passages  from  the  first  theme.  After  a 
brilliant  climax,  the  first  theme  returns  and  is  developed. 
The  revelry  is  then  resumed,  and  its  musical  description  closes 
the  overture. 

Except  for  the  “Nature”  theme,  which  binds  the  three 
overtures  together,  the  relation  of  “  Othello  ”  to  its  two  com¬ 
panions  is  very  vague.  It  is  rather  a  love  poem  than  an 
overture.  The  “Nature”  theme  appears  in  the  introduction 
as  typical  of  Desdemona.  The  main  section  opens  with  a 
theme  which  clearly  depicts  the  passion  of  Othello.  It  is 
answered  by  the  Desdemona  theme  as  soon  as  it  is  stated,  and 
in  the  alternate  statements  and  responses,  and  the  transitions 
from  the  tragic  wrath  of  the  one  to  the  piteous  appeals  of 
the  other,  their  combinations  and  contrasts,  the  interest  of  the 
overture  consists. 

Overture,  Husitzka,  Op.  67 

The  “Husitzka”  Overture  was  composed  in  1883,  the  occa¬ 
sion  of  its  composition  being  a  commission  to  write  a  piece 
for  the  opening  of  the  new  Bohemian  Theater  in  Prague, 
which  replaced  one  destroyed  by  fire  two  years  previously.  As 
the  theater  was  a  national  one,  all  classes  of  the  Bohemian 
people  contributed  toward  its  erection,  and  Dvorak’s  over- 
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ture  added  to  the  brilliancy  of  the  dedicatory  ceremonies. 
For  the  subject  of  his  work  the  composer  selected  a  stirring 
national  event  —  the  struggle  of  the  followers  of  Johann  Huss, 
the  religious  martyr  —  and  for  its  main  theme  an  impressive 
and  defiant  theme  from  one  of  the  Hussite  battle  hymns. 
Around  this  theme  in  its  varying  forms  and  expression  the 
overture  is  built.  It  depicts  the  alternating  hopes  and  fears 
of  the  Hussites,  the  fury  of  the  strife,  and  at  last,  in  a  jubi¬ 
lant  climax,  the  triumphant  outcome. 


Overture,  Mein  Heim.  Op.  62 

The  overture  “Mein  Heim”  (“My  Home”)  is  based  upon 
two  themes  from  Bohemian  folk  songs.  Both  appear  in  the 
introduction,  which,  opening  pianissimo,  works  up  to  a  for¬ 
tissimo.  It  gradually  dies  away,  but  soon  through  a  vigorous 
crescendo  leads  to  the  main  section  of  the  overture,  which 
opens  with  a  new  subject  in  dance  time.  After  a  brilliant 
development  of  this  subject  a  quieter  second  subject  appears, 
which  is  followed  by  subsidiary  passages  from  the  first.  The 
first  subject  also  appears  in  the  Coda,  closing  the  overture. 
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Symphony  in  A  Flat ,  No .  1 

1.  Andante.  Nobilmente  e  semplice.  3.  Adagio. 

2.  Allegro  molto.  4.  Lento.  Allegro. 

SIR  EDWARD  ELGAR’S  First  Symphony  was  finished 
and  produced  in  1908  in  Manchester,  England.  Upon 
the  composer’s  own  authority,  “  it  is  written  out  of  a  full  life 
experience  and  it  meant  to  include  the  innumerable  phases 
of  joy  and  sorrow,  struggle  and  conquest,  and  especially 
between  the  ideal  and  the  actual  in  life.  .  .  .  It  is  writ¬ 

ten  in  a  cypher  to  which  every  hearer  possesses  a  key  in  his 
own  experience.” 

The  introduction  to  the  first  movement  contains  the  mate¬ 
rial  with  which  the  whole  structure  is  built.  The  opening 
theme  is  given  out  in  this  introduction  by  the  wood  winds 
and  violas  with  staccato  accompaniment  in  the  ’cellos  and  dou¬ 
ble  basses,  and  is  then  repeated  by  full  orchestra.  At  its 
close  the  principal  subject  appears  in  the  first  violins,  clari¬ 
nets  and  bassoons,  and  is  repeated  fortissimo  following  a 
passage  for  the  strings.  After  a  climax  and  a  new  motive  for 
the  violins,  the  second  subject  appears  in  the  first  violins. 
After  development  of  all  the  previous  material,  a  new  motive 
is  heard  in  the  strings  and  the  second  section  is  worked  out. 
A  recapitulation  and  long  Coda  bring  the  movement  to  a  close. 

The  second  movement  opens  vigorously  in  the  first  violins, 
followed  by  a  fortissimo  passage  in  the  strings,  which  leads 
to  a  second  subject  for  violas  and  clarinets.  The  opening 
figure  reappears,  followed  by  the  fortissimo  passage,  at  the 
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end  of  which,  the  first  theme  is  repeated.  The  Trio  contains 
two  themes,  the  first  a  duet  for  flutes,  and  the  second  for 
clarinets.  After  these  themes  are  developed,  and  the  reca¬ 
pitulation,  a  long  Coda,  constructed  out  of  the  first  subject 
and  the  Trio,  leads  without  stop  into  the  third  movement,  the 
opening  theme  of  which  is  the  same  subject  as  that  which 
opened  the  second  movement,  but  treated  in  different  style, 
and  also  containing  the  opening  theme  of  the  symphony.  After 
a  second  theme  has  been  stated,  the  first  returns  in  the 
strings  and  after  development  is  followed  by  a  new  subject 
for  the  first  violins,  with  which  the  movement  closes. 

The  Finale  opens  with  a  slow  introduction  in  which  is 
heard  one  of  the  motives  in  the  first  movement.  Other  themes 
already  heard  are  worked  over  and  are  followed  by  a  second 
subject  in  the  clarinets,  violas  and  ’cellos.  This  in  turn  is 
followed  by  an  episode,  which  was  already  suggested  in  the 
introduction.  The  second  subject,  which  is  in  march  rhythm, 
begins  softly  but  reaches  a  climax  for  full  orchestra.  A 
masterly  working  out  of  the  principal  material  of  the  sym¬ 
phony  follows.  The  second  subject  is  again  stated  and  reaches 
a  majestic  climax  for  full  orchestra.  The  fundamental  theme 
dominates  the  close  of  the  movement. 


Symphony  No.  2  in  E  Flat  Major 

1.  Allegro  vivace  e  nobelmente. 

2.  Labghetto. 

3.  Rondo.  Presto. 

4.  Moderato  e  maestoso. 

Elgar’s  Second  Symphony  was  composed  in  1900-1911  and 
first  performed  in  London,  May  24  of  the  latter  year,  and 
is  dedicated  “to  the  memory  of  His  late  Majesty,  King 
Edward  VII,  with  the  gracious  approval  of  His  Majesty 
King  George.”  Newman,  the  English  critic  and  a  close 
friend  of  Elgar,  says  that  while  the  work  is  not  written  upon 
any  program,  “  the  dominant  note  of  the  poem  is  one  of 
despondency,  merging  into  hope  at  the  end.” 
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The  first  movement  begins  without  introduction  with  a 
charming  theme  followed  by  four  subsidiary  themes  which 
are  skilfully  treated.  The  second  subject  is  given  out  by 
the  ’cellos  with  a  striking  viola  accompaniment  and  goes 
through  the  usual  development.  After  a  climax  has  been 
reached,  a  diminuendo  leads  to  a  passage  for  the  muted  strings. 
A  very  effective  recapitulation  of  all  this  material  brings  the 
movement  to  its  close. 

After  a  short  introduction  for  the  strings,  the  second 
movement,  which  is  somewhat  in  the  style  of  a  funeral  march, 
opens  with  the  principal  theme  given  out  in  stately  manner 
by  clarinets,  flutes,  horn,  trumpets  and  trombones.  A  pas¬ 
sage  for  English  horn  and  oboe  leads  to  a  new  subject  in 
the  strings  alone,  followed  by  a  motive,  based  upon  the  first 
theme,  which,  in  turn,  is  succeeded  by  a  new  subject,  given 
out  by  the  horns.  The  development  of  this  thematic  material 
occupies  the  remainder  of  the  movement. 

A  skilfully  constructed  Rondo  takes  the  place  of  the  usual 
Scherzo,  the  main  theme  of  which  is  stated  in  the  strings 
and  wood  winds.  After  repetition,  a  new  passage  occurs  for 
strings  and  English  horn.  Upon  the  repetition  of  this  pas¬ 
sage  a  counter  melody  appears  in  the  oboe.  Development  of 
this  material,  during  which  there  is  a  long  passage  for  strings 
alone,  closes  the  Rondo. 

The  first  and  principal  theme  of  the  last  movement  opens 
in  the  ’cellos,  wood  winds  and  horns,  and  after  treatment  is 
followed  by  a  second  theme  in  the  strings,  and  the  third  in 
the  violins  and  ’cellos.  The  usual  development  follows  and 
the  symphony  comes  to  a  gradual  and  gentle  close. 


The  Light  of  Life 

“  The  Light  of  Life,”  sometimes  called  a  cantata,  but  by 
the  composer  himself  a  short  oratorio,  the  text  by  Rev.  E. 
Capel-Cure,  was  first  performed  at  the  Worcester  (England) 
Musical  Festival,  September,  1896.  The  libretto  has  for 
its  theme  the  miracle  of  the  man  who  was  born  blind.  The 
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solo  parts  are  assigned  as  follows:  soprano,  mother  of  the 
blind  man;  contralto,  narrator;  tenor,  the  blind  man;  bary¬ 
tone,  the  Master. 

The  work  opens  with  a  meditation  for  orchestra,  which 
is  distinctly  melodious  —  a  characteristic  not  always  found 
in  Sir  Edward  Elgar’s  oratorios.  The  first  vocal  number  is 
a  male  chorus  (“Seek  Him”)  sung  by  the  Levites  in  the 
Temple  courts,  leading  to  a  short  tenor  solo  (“  O  Thou,  in 
Heaven’s  Dome  ”)  in  which  the  blind  man  prays  for  light. 
No.  3  is  a  short  recitative  for  the  narrator,  leading  to  a 
chorus  of  the  Disciples  (“Who  did  sin?”).  In  No.  4,  an 
expressive  soprano  solo  (“Be  not  extreme”),  the  mother  of 
the  blind  man  declares  that  her  son  has  not  been  punished 
for  the  sins  of  others.  This  is  followed  by  recitative  (“  Neither 
hath  this  Man  sinned”)  sung  by  the  Master  and  leading  to 
a  massive  but  simple  chorus,  at  times  melodious,  and  again 
harmonious  (“  Light  out  of  Darkness  ”).  When  this  is  closed, 
the  story  is  resumed.  The  eyes  of  the  blind  man  are  anointed 
and  he  is  told  to  wash  in  the  Pool  of  Siloam.  No.  8  (“  Doubt 
not  thy  Father’s  Care”)  is  an  expressive  chorus  for  sopranos 
and  altos,  followed  by  an  ensemble.  No.  9,  of  extraordinary 
instrumental  effectiveness,  in  which  the  blind  man  is  ques¬ 
tioned  by  his  neighbors  as  to  the  miracle.  It  is  unusually 
strong  and  dramatic,  working  up  through  a  fughetta  to  an 
eight-part  climax.  In  No.  10  (“As  a  Spirit  didst  Thou 
pass  ”)  the  blind  man  tells  his  story,  which  is  followed  by  a 
vigorous  choral  dialogue  between  the  Pharisees.  No.  12 
(“  Thou  only  hast  the  Words  of  Life  ”)  is  an  arietta  for  the 
narrator.  In  No.  13  a  new  dramatic  situation  is  brought  out 
effectively  by  the  orchestra  in  which  the  doubting  Jews  ques¬ 
tion  the  mother  and  the  blind  man.  A  beautiful  solo  and 
chorus  by  women  (“  Woe  to  the  Shepherds  of  the  Flock  ”) 
follows,  leading  to  a  dialogue  between  the  Master  and  the 
man  He  had  healed,  which  closes  with  the  most  effective  vocal 
number  in  the  work  —  a  solo  for  the  Master  (“  I  am  the  good 
Shepherd”).  The  chorus  (“Light  of  the  World”),  a  brief 
hut  triumphant  expression  of  faith,  closes  the  oratorio. 
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The  Dream  of  Gerontius 

"The  Dream  of  Gerontius,”  poem  by  Cardinal  Newman 
and  set  to  music  for  mezzo  soprano,  tenor,  and  bass  solos, 
chorus  and  orchestra,  was  first  performed  at  the  Birmingham 
(England)  Festival  of  1900.  The  theme  of  the  poem  is  the 
dream  of  the  dying  Gerontius  of  his  soul’s  passage  to  the 
unseen  world,  its  reception  by  the  angels,  and  the  mysteries 
of  that  world. 

The  score  is  built  up  in  the  Wagnerian  manner  so  closely 
that  it  contains  no  suggestions  of  the  classical  oratorio  form. 
The  orchestral  prelude  gives  out  no  less  than  ten  themes, 
which  hold  an  important  place  in  the  body  of  the  work  and 
which  must  be  kept  in  mind  in  order  to  form  an  intelligent 
idea  of  its  meaning.  The  first  tenor  solo  for  Gerontius 
(“Jesu,  Maria,  I  am  near  to  Death”)  follows  the  prelude 
without  break  and  this  in  turn  is  followed  by  a  semi-chorus 
of  devotional  kind  (“  Kyrie  eleison”).  A  brief  tenor  solo 
(“  Rouse  thee,  my  fainting  Soul  ”)  is  succeeded  by  a  second 
semi-chorus  (“Be  merciful”),  very  tender  and  sweet  in  char¬ 
acter.  A  longer  solo  for  tenor  (“Sanctus  fortis”)  ensues, 
full  of  deep  feeling  and  followed  by  a  powerful  interlude  by 
orchestra.  The  voice,  that  of  Gerontius,  again  comes  in  with 
a  melancholy  strain  (“I  can  no  more”)  developing  into  an 
expression  of  horror  and  dismay  as  in  his  disordered  imagina¬ 
tion  he  fancies  himself  pursued  by  fiends.  A  short  chorus  by 
the  priestly  assistants  follows  (“Rescue  him,  O  Lord!"). 
As  their  prayer  with  its  harmonious  Amens  dies  away,  Geron¬ 
tius  sings  his  dying  song  (“Novissima  hora  est”),  and  the 
jubilant  massive  chorus  (“Go  forth  upon  thy  Journey”) 
closes  the  first  part  of  the  oratorio. 

The  second  part  opens  with  an  orchestral  prelude  signifi¬ 
cant  of  the  soul’s  passage  and  its  rest,  leading  to  a  dreamy 
poetical  solo  by  the  soul  (“  I  went  to  Sleep,  and  now  I  am 
refreshed”),  followed  by  a  beautiful  solo  for  the  Angel, 
designated  as  the  “Alleluia”  (“My  Work  is  done,  my  Task 
is  o’er”).  A  dialogue  ensues  between  the  Angel  and  the 
soul  and  this  is  followed  by  a  powerful  scene,  both  vocal 
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and  instrumental,  representing  the  flight  of  the  Angel  with 
the  soul  through  troops  of  raging  demons  whose  howls  gradu¬ 
ally  die  away  as  the  Angel  nears  the  throne  of  God.  Another 
dialogue  follows  between  the  soul  and  the  Angel  to  which 
succeeds  the  chorus  of  the  Angelicals,  which  is  so  divided  as 
to  produce  a  most  impressive  effect.  A  third  dialogue  ensues, 
begun  by  the  Angel  (“We  now  have  passed  the  Gate”)  fol¬ 
lowed  by  the  chorus  (“Glory  to  Him”,).  After  alternating 
passages  for  the  soul  and  the  chorus,  the  Angelicals  unite  in 
a  mighty  song  (“Praise  to  the  Holiest  in  the  Height”). 
As  the  song  dies  away  the  soul  hears  the  voices  of  men  left 
on  earth,  and  as  the  Angel  explains  the  sounds  a  powerful 
bass  solo  by  the  Angel  of  Agony  intervenes  (“  Jesu!  by  that 
shuddering  Dread”).  At  its  close  the  Angel  repeats  his 
“  Alleluia,”  and  amid  the  choruses  of  souls  in  purgatory  and 
Angelicals  the  Finale  begins  with  one  of  the  most  beautiful 
numbers  in  the  work,  the  Angel’s  solo  (“  Softly  and  gently, 
dearly  ransomed  Soul”),  and  closes  with  the  softly  dimin¬ 
ishing  chorus  of  the  Angelicals  (“Praise  to  the  Holiest”). 


The  Apostles 

“  The  Apostles  ”  was  first  performed  at  the  Birmingham 
(England)  Festival  of  1903.  Like  “The  Dream  of  Geron- 
tius,”  it  is  constructed  upon  a  series  of  motives,  though  upon 
a  much  more  extensive  scale,  as  it  embodies  no  less  than 
eighty  distinct  themes.  The  orchestra  is  unusually  large, 
and  includes  a  shofar,  or  ancient  Hebrew  trumpet.  The 
characters  are  the  Blessed  Virgin  and  the  Angel,  soprano; 
Mary  Magdalene,  alto;  Saint  John,  tenor,  who  is  also  the 
Narrator;  Jesus,  Saint  Peter,  and  Judas,  bassos. 

The  orchestral  prelude  is  an  epitome  of  the  whole  oratorio. 
The  choral  part  is  majestic  in  character,  and  the  instrumen¬ 
tal  accompaniment  gives  out  the  typical  themes.  The  first 
scene  is  the  calling  of  the  Apostles,  following  Jesus’  night 
of  prayer  on  the  mountain,  and  introduces  angelic  voices 
declaring  hope  for  the  world,  with  gentle  pastoral  accom- 
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paniment.  This  leads  to  “  The  Dawn  ”  and  the  chorus  of 
the  watchers  on  the  temple  roof  (“It  shines”),  followed 
by  the  chorus  within  the  temple  (“  It  is  a  good  Thing  to  give 
Thanks”)  accompanied  by  the  shofar  and  orchestra  sound¬ 
ing  the  calls  which  are  so  familiar  to  the  Jewish  synagogue. 
The  song  of  the  watchers  is  also  based  upon  an  old  Hebrew 
melody.  The  scene  concludes  with  the  calling  of  the  Apos¬ 
tles,  introduced  with  the  recitative  (“  And  when  it  was  Day  ”), 
leading  into  an  ensemble  of  Apostles’  themes. 

The  second  scene  is  “  By  the  Wayside,”  in  which  the  Beati¬ 
tudes  are  expressed  with  the  simplicity  and  impressiveness 
befitting  their  character.  The  third  scene,  “  By  the  Sea  of 
Galilee,”  introduces  Mary  Magdalene  in  the  most  powerful 
and  descriptive  passage  of  the  whole  work  (“  O  Lord  Al¬ 
mighty,  God  of  Israel”).  Then  follows  a  bright,  tripping 
choral  fantasy  describing  her  past  life;  and  lastly  she  sees 
the  storm  and  the  stilling  of  the  sea  from  the  tower  of  Mag- 
dala  and  describes  it  to  a  characteristic  storm  accompaniment. 
In  a  later  passage  her  conversion  is  announced,  and  a  solo 
quartet  and  chorus  (“Turn  you  to  the  Stronghold”)  with  an 
independent  accompaniment  bring  Part  I  to  a  close. 

Part  II  deals  principally  with  Christ’s  Passion,  and  opens 
with  a  solemn  instrumental  prelude.  The  betrayal  scene  is 
developed  at  considerable  length,  the  most  beautiful  feature  of 
it  being  the  choral  passage  (“  And  the  Lord  turned  and  looked 
upon  Peter  and  he  went  out  and  wept  bitterly”).  Judas’ 
remorse  is  impressively  described  in  the  soliloquy  (“  Our  Life 
is  short  and  tedious”),  changing  to  a  wailing  farewell  to  life 
as  he  hears  the  shouts  of  the  rabble  (“Crucify  him”).  In 
the  crucifixion  scene  (“  Golgotha  ”)  the  tragedy  is  only 
briefly  but  solemnly  indicated  in  the  instrumentation  which 
gives  expression  to  the  cry  “  Eli,  Eli  lama  sabachthani,”  the 
only  vocal  part  being  a  short  dialogue  between  Mary  and 
John.  The  sixth  scene,  “At  the  Sepulchre,”  is  in  striking 
contrast  with  the  last.  The  music  describes  the  early  morn¬ 
ing.  The  song  of  the  watchers  is  heard  again  and  the  first 
jubilant  Alleluia  of  the  angels  (“Why  seek  ye  the  Living 
among  the  Dead?”).  “The  Ascension”  closes  the  oratorio. 
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It  is  given  to  a  semi-chorus  of  female  voices,  to  whom  the 
mystic  chorus  is  assigned;  a  chorus  of  female  voices  in  four 
parts;  four  soloists;  a  chorus  of  male  voices  and  orchestra 
and  organ,  all  uniting  at  the  end  in  a  mighty  “  Alleluia.” 


The  Kingdom 

“  The  Kingdom,”  which  was  written  for  the  Birmingham 
Festival  of  1906,  is  a  continuation  of  the  composer’s  scheme 
as  first  displayed  in  “  The  Apostles.”  It  has  four  solo  parts : 
the  Virgin  Mary,  soprano;  Mary  Magdalene,  alto;  Saint 
John,  tenor;  and  Saint  Peter,  bass.  The  chorus  alternately 
fills  the  part  of  the  disciples,  the  holy  women  and  the  people. 
In  one  passage  there  is  also  a  mystic  chorus. 

The  composer  has  constructed  this  work  upon  typical 
themes  in  the  Wagnerian  manner.  There  are  seventy-eight 
of  them  in  its  contents,  some  of  them  from  “  The  Apostles  ” 
appearing  with  the  rest  in  the  prelude  called  “Jerusalem.” 
The  first  division  of  the  work  is  called  “  In  the  upper  Room,” 
and  follows  the  prelude  without  break.  It  opens  with  a 
quartet  and  chorus  (“  Seek  first  the  Kingdom  of  God  ”)  in 
which  the  disciples  call  upon  their  followers  to  seek  the 
kingdom  of  God  aind  His  righteousness.  The  Eucharist 
service  is  held,  in  which  appears  an  anti  phonal  melody  (“  O 
sacrum  Convivium”),  followed  by  an  outburst  of  praise  and 
an  elaborate  Amen.  In  a  second  section  lots  are  cast  for  a 
successor  to  Judas.  There  is  a  chorus  of  disciples  pronounc¬ 
ing  execration  upon  his  memory  (“Let  his  Habitation  be 
desolate”),  and  after  this  a  solo  quartet  in  which  the  chorus 
eventually  joins,  declaring  that  the  lot  has  fallen  upon  Saint 
Matthias. 

The  second  division  shows  the  two  Marys  at  “  The  Beau¬ 
tiful  Gate.”  It  is  a  short,  graceful  idyllic  scene  in  which 
only  the  two  participate.  Their  duet  (“  The  Singers  are 
before  the  Altar”)  is  made  all  the  more  impressive  by  some 
of  the  motives  from  “  The  Apostles,”  notably  the  melody  sung 
by  the  watchers  on  the  roof.  The  third  division,  “  Pente- 
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cost/’  with  its  subdivision,  “  In  Solomon’s  Porch,”  is  the  long¬ 
est  and  most  elaborate  section  of  the  work.  The  descent  of 
the  Holy  Ghost  and  the  symbolizing  of  “  tongues  parting 
asunder  like  as  of  fire  ”  are  brought  out  powerfully  by  the 
use  of  the  mystic  soprano  and  contralto  chorus  and  the  de¬ 
scriptiveness  of  the  thrilling  and  picturesque  accompaniment 
heightened  by  the  organ.  In  the  scene  “  In  Solomon’s  Porch,” 
where  the  people  express  their  surprise  at  the  Galileans  speak¬ 
ing  in  other  tongues,  the  composer  displays  an  extraordinary 
control  of  technique  in  expressing  the  situation.  Peter’s 
address  (“Ye  Men  of  Judaea”)  follows,  succeeded  by  an 
invocation  to  the  Holy  Spirit,  which  makes  an  impressive 
climax  to  the  scene. 

The  fourth  division,  “  The  Sign  of  Healing,”  includes  “  At 
the  Beautiful  Gate,”  and  “  The  Arrest.”  The  music  of  the 
first  section,  describing  the  healing  of  the  lame  man  at  the 
gate  and  Peter  and  John’s  appeal  to  the  people,  is  of  a  quiet, 
peaceful  nature  but  changes  in  “  The  Arrest  ”  scene  where 
the  disciples  are  apprehended  because  they  proclaimed  in 
Jesus  the  resurrection  from  the  dead.  Mary’s  soliloquy 
(“The  Sun  goeth  down”),  in  which  two  Hebrew  hymns  are 
utilized,  is  the  feature  of  this  scene.  Though  first  expressed 
in  a  calm,  tranquil  manner,  with  subdued  accompaniment,  it 
reaches  an  impassioned  climax  in  the  Finale. 

The  fifth  division,  “  The  Upper  Room,”  closes  the  ora¬ 
torio.  It  opens  with  an  expression  of  joy  by  the  disciples 
and  holy  women  (“  The  voice  of  Joy  is  in  the  Dwelling  of 
the  Righteous”),  leading  to  the  scene  of  “The  Breaking  of 
Bread,”  which  is  simple,  yet  very  expressive.  After  its 
climax  the  voices  softly  declaim  the  Lord’s  Prayer,  closing 
upon  “For  ever  and  ever.  Amen”  in  a  powerful  climax.  A 
chorus  of  a  solemn  nature  (“Thou,  O  Lord,  art  our  Father”) 
brings  the  oratorio  to  its  close. 

Overture,  In  the  South  ( Alassio).  Op.  50 

In  the  overture  under  review,  “  conceived  on  a  glorious 
spring  day  in  the  valley  of  Andorra,”  Elgar  beautifully  blends 
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the  joys  of  nature  with  the  recollections  of  the  past.  The 
score  has  the  motto:  “A  land  which  was  the  mightiest  in  its 
old  command  and  is  the  loveliest;  wherein  were  cast  the 
men  of  Rome.  Thou  art  the  garden  of  the  world.” 

The  overture  opens  with  a  short,  breezy  theme  given  out 
by  clarinet,  horns,  violins,  and  ’cellos  to  an  accompaniment 
of  the  other  strings  and  wood  winds.  Other  figures  are 
developed  from  this  and  lead  to  a  vigorous  and  exultant 
climax.  Gradually  the  music  grows  more  tranquil,  and  the 
wood  winds  and  muted  strings  engage  in  a  pastoral  dialogue, 
presenting  the  episode  of  “  a  shepherd  with  his  flock  and 
his  home-made  music.”  As  it  dies  away  the  drums  and 
double  basses  prepare  for  the  entrance  of  the  first  sustained 
theme  of  the  overture,  the  preceding  ones  having  been  frag¬ 
mentary,  which  is  given  out  in  first  violins  and  as  solo  for 
viola  and  ’cello.  Another  tranquil  passage  follows,  the  two 
forming,  as  it  were,  a  sort  of  dreamy  reverie,  from  which  in 
the  final  working  out  we  pass  to  the  episode,  “  the  relent¬ 
less  and  domineering  invading  force  of  the  ancient  day  and 
the  strife  and  war  of  a  later  time.”  It  is.  a  strong  tone- 
picture  of  war  and  violence.  As  the  tumult  dies  away,  the 
episode  changes  to  one  of  charming  beauty  — the  shepherd’s 
melody  for  violin  solo  to  the  accompaniment  of  first  violins 
divided  into  threes,  four  solo  second  violins  and  harps.  The 
song  is  repeated  in  the  first  horn,  passing  to  the  violins  and 
violas  pianissimo  throughout.  Bits  of  other  themes  are  woven 
in,  after  which  the  solo  viola  leads  to  the  recapitulation, 
which  closes  this  beautiful  overture  in  an  elaborate  and  joy¬ 
ous  manner. 


Concert  Overture,  Cockaigne  (In  Condon  Town) 

Op.  Jf.0 

The  concert  overture,  “  Cockaigne,”  presents  a  panorama 
of  London  street  scenes.  According  to  the  composer’s  pro¬ 
gram  he  intends  to  describe  “the  sights  a  pair  of  lovers 
encounter  during  an  afternoon’s  stroll  in  that  city.”  The 
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overture  opens  with  a  picture  of  the  life  and  animation  of  the 
streets.  Then  follows  a  section  devoted  to  the  ardor  of  the 
lovers  themselves  as  they  turn  aside  into  one  of  the  parks 
and  enjoy  themselves  in  a  sequestered  spot.  Their  loving 
conversation  is  interrupted  by  gamins  who  discover  them. 
They  seek  the  streets  again  and  watch  the  approach  of  a 
military  band  whose  music  is  heard  in  the  distance,  grows 
louder,  and  gradually  dies  away.  Then  they  enter  a  church 
where  the  organ  is  being  played,  but  as  the  noise  from  with¬ 
out  penetrates  the  church  the  rest  of  the  overture  is  of  a 
mixed  secular  and  religious  character.  Passing  once  more 
into  the  street,  our  lovers  find  all  their  former  experiences 
repeated  and  intensified. 


Concert  Overture,  Froissart.  Op.  19 

The  “  Froissart”  Overture  was  one  of  Elgar’s  earlier  works. 
Its  motto,  “  When  Chivalry  lifted  up  her  lance  on  high,”  is 
from  one  of  Keats’  poems,  and  indicates  the  general  char¬ 
acter  of  the  music.  The  overture  opens  with  a  vigorous 
martial  introduction,  after  which  a  stately  first  theme  is  given 
out  pianissimo.  Its  development  with  new  subsidiary  material 
is  very  effective,  and  leads  finally  to  the  reappearance  of  the 
theme  fortissimo.  As  this  part  of  the  movement  dies  away, 
the  second  theme,  with  a  counter-theme  in  solo  clarinet  and 
first  violins,  appears,  the  former  being  most  conspicuous  in 
the  development,  at  the  close  of  which  the  first  theme  is  again 
heard.  In  the  closing  section  the  second  theme  and  its  counter¬ 
theme  appear,  but  this  time  the  latter  is  given  to  the  clarinets, 
the  elaboration  of  which  brings  the  overture  to  a  fine  con¬ 
cluding  climax. 


Suite,  The  Wand  of  Youth.  Op.  1  a 

The  suite,  “Wand  of  Youth,”  has  an  interesting  history. 
In  his  twelfth  year  Elgar  wrote  a  fairy  play,  “  The  Wand 


146  THE  STANDARD  CONCERT  GUIDE 


of  Youth/’  and  supplied  the  incidental  music,  the  whole  to 
be  performed  by  members  of  the  Elgar  family.  Forty  years 
later,  in  1907,  he  recast  this  music  for  concert  purposes  in 
two  suites.  The  first  is  in  seven  short  movements.  The 
first,  “  Overture,”  opens  with  the  theme  in  the  strings,  fol¬ 
lowed  by  full  orchestra.  The  second  theme,  a  graceful  mel¬ 
ody,  follows,  succeeded  by  recapitulation  and  a  Coda  based 
on  the  opening  theme.  The  second  movement,  “  Serenade,” 
is  introduced  in  the  strings,  the  first  theme  announced  by 
clarinet  with  accompaniment  in  strings  and  harps.  This  is 
followed  by  a  new  subject  in  first  violins,  which  after  its 
statement  repeats  the  first  theme.  The  third  movement, 
“  Minuet,”  is  written  in  the  old  stately  style  for  strings,  wood 
winds,  and  horns,  the  violins  announcing  the  theme.  The 
fourth  movement  is  a  fairy  rhythm  called  the  “  Sun  Dance,” 
the  theme  of  which  is  announced  in  the  wood  winds.  The 
second  theme  is  given  out  by  strings  and  clarinet  and  is 
followed  by  a  waltz  rhythm  for  the  oboe  and  subsequently  for 
first  violins.  After  repetition  of  this  material,  a  Coda  closes 
the  movement.  The  “Fairy  Pipers”  is  the  fifth  movement, 
which  is  based  upon  two  themes  —  the  song  of  the  pipers, 
given  out  by  the  clarinets,  and  a  second  melody  by  the  strings. 
The  sixth  movement,  “  Slumber  Scene  ”  is  entirely  for  two 
bassoons,  one  horn,  and  muted  strings,  the  theme  announced 
pianissimo  in  the  violins.  The  last  movement,  “Fairies  and 
Giants,”  a  Presto,  opens  in  the  ’cellos  and  double  basses, 
followed  by  the  wood  winds,  which  take  up  a  light  figure, 
repeated  by  the  strings.  After  the  development  of  this 
material  the  giants  have  their  turn  in  an  unmistakably  por¬ 
tentous  section  of  the  movement  as  compared  with  the  light, 
sprightly  opening.  It  is  followed  by  a  repetition  of  the 
fairy  music,  with  suggestions  of  the  giants,  and  a  Coda  closes 
the  suite. 


Variations.  Op.  36  ■ 

The  “  Variations,”  op.  36,  or,  as  the  composer  himself 
styles  the  main  theme,  the  “  Enigma,”  was  first  performed  in 
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London  in  1899.  The  score  comprises  a  theme  and  four¬ 
teen  variations,  and  is  dedicated  to  fourteen  of  his  friends. 

Each  of  the  “Variations”  is  headed  by  the  initials  of  the 
friend  to  whom  it  refers,  but  it  is  not  easy,  considering  the 
concealed  identity  of  the  friends,  to  understand  their  idiosyn¬ 
crasies  from  the  musical  descriptions.  Its  opening  theme  is 
strong  and  expressive,  and  the  succeeding  variations  are 
sketched  in  a  masterly  manner,  some  of  them  powerful,  bold, 
and  heroic,  others  vivacious,  animated,  and  tranquil,  and 
now  and  then  one  so  graceful  in  its  melodiousness  as  to  indi¬ 
cate  that  it  represents  one  of  the  gentler  sex.  The  final 
Variation  is  one  of  great  brilliancy  and  broad  scoring,  serv¬ 
ing  as  a  climax  to  the  other  thirteen.  As  the  composer  takes 
all  his  music  seriously,  there  is  very  little  sentiment  and  still 
less  humor  in  these  sketches.  His  fourteen  friends,  judged 
by  their  musical  portraits,  are  fourteen  serious  persons,  gen¬ 
ial,  refined,  and  intellectual. 


Introduction  and  Allegro 

The  “  Introduction  and  Allegro  ”  was  first  performed  in 
London  in  1905.  It  is  written  for  a  solo  quartet  (two  violins, 
viola  and  ’cello)  and  string  orchestra.  The  composer  states 
that  he  was  impressed  by  the  sound  of  distant  singing  to 
which  the  cadence  of  a  falling  third  caught  his  fancy.  “From 
the  train  of  thought  thus  generated  sprang  the  main  theme 
of  the  work,  the  pseudo  Welsh  tune.  Later  on,  a  song  heard 
in  the  Valley  of  the  Wye  reinforced  the  Welsh  impressions 
and  led  to  the  completion  of  the  work.”  It  opens  with  a 
theme  given  out  in  all  the  strings,  followed  by  another  sub¬ 
ject.  After  development,  the  Welsh  melody  appears  in  the 
viola.  Following  further  treatment  of  the  first  theme  and 
Welsh  tune,  the  Allegro  begins  with  a  theme  in  the  first 
violin.  This  in  turn  is  developed  and  the  second  theme 
appears  in  the  quartet,  alternating  with  the  other  strings. 
The  Welsh  theme  is  once  more  suggested  and  followed  by  a 
fugato,  introduced  in  the  second  violin.  All  this  material  is 
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developed  and  the  recapitulation  ends  with  the  first  theme  of 
the  Allegro. 


Symphonic  Prelude ,  Palonia 

Elgar’s  symphonic  prelude,  “Palonia”  is  one  of  the  few 
compositions  by  an  eminent  composer,  inspired  by  the  Euro¬ 
pean  war.  The  composer  says  of  it,  “  that  some  sort  of 
symphonic  prelude  might  be  practical  and  perhaps  even  a 
useful  tribute  to  my  friend  Paderewski  for  the  concert  in  aid 
of  his  countrymen  was  the  final  inducement  to  weave  into  a 
concise  orchestral  movement  some  typical  Polish  themes.” 

After  a  brief  introduction  a  martial  theme  by  the  com¬ 
poser  himself  is  heard  in  the  brasses  and  wood  winds.  After 
it  reaches  its  climax  three  national  themes  are  introduced. 
The  first  appears  in  the  ’cellos  and  English  horn,  thence 
transferred  to  full  orchestra ;  the  second  march  tempo  in  the 
’cellos  and  bassoons,  then  fully  orchestral;  and  the  third, 
“Poland  is  not  yet  lost”  in  full  orchestra.  After  repetition 
of  the  martial  theme,  the  muted  violas  and  ’cellos  give  a 
suggestion  of  Chopin’s  G  minor  nocturne,  followed  by  phrases 
in  the  violins  from  Paderewski’s  “Polish  Fantasie.”  These 
are  followed  by  the  march,  worked  up  to  a  yigorous  climax, 
based  upon  the  opening  theme. 


Pomp  and  Circumstance.  Op.  89 

“Pomp  and  Circumstance”  is  the  stately  title  of  two  mili¬ 
tary  marches.  They  are  similar  in  form,  each  being  in  strictly 
march  rhythm  with  Trio.  The  first  is  in  A  minor,  Allegro 
molto,  the  first  part  of  the  movement  repeated  after  the  Trio, 
and  closes  with  a  short  Coda.  The  second  is  constructed  in 
a  larger  manner,  an  introduction  leading  to  the  march.  The 
Trio  leads  to  a  repetition  of  the  first  part,  which  is  followed 
by  the  theme  of  the  Trio.  A  short  Coda  concludes  the  spirited 
works. 
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Suite  in  Z)i  Minor.  Op.  86 

THE  suite  in  D  minor  by  the  American  composer,  Arthur 
Foote,  was  first  performed  by  the  Boston  Symphony 
Orchestra  in  1896.  It  is  in  four  movements:  1.  Allegro 
energico  con  brio.  2.  Expressivo,  non  troppo  adagio.  3.  An¬ 
dante  expressivo  con  moto,  and  variations.  4.  Presto  assai. 
The  first  movement  opens  at  once  with  a  bold  theme,  which, 
after  development,  gives  place  to  a  second  and  more  cantabile 
theme  sung  in  the  strings.  It  is  elaborated  in  them,  as  well 
as  in  the  wood  winds  and  horns,  until  the  first  theme  returns. 
The  two  themes  are  then  worked  out,  and  the  movement  closes 
with  a  brilliant  and  vigorous  Coda.  The  second  movement  is 
in  a  quieter  mood,  opening  with  a  cantabile  theme  in  the 
strings,  extended  in  the  wood  winds  and  horns.  The  second 
theme  is  given  out  fortissimo  by  the  horns,  trumpets,  and 
trombones,  and,  gradually  subsiding,  is  transferred  to  the 
wood  winds  with  string  accompaniment.  After  its  return  in 
full  orchestra  the  first  theme  is  again  heard,  as  a  solo  for  the 
horns  and  ’cellos  with  accompaniment  in  the  strings  and  wood 
winds,  closing  the  movement.  The  third  movement  is  a  plain 
theme  with  seven  variations,  given  out  originally  by  the 
strings  and  eventually  taken  by  the  wood  winds.  The  last 
movement  consists  of  the  free  development  of  two  sharply 
contrasted  themes,  at  times  in  fugal  form,  and  closes  in  a 
vigorous  manner. 
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Four  CKamcter  Pieces.  Op.  Jf8 

The  four  character  pieces,  inspired  by  verses  from  Omar 
Khayyam’s  “Rubaiyat,”  were  written  in  1900.  The  com¬ 
poser  himself  has  furnished  the  following  analysis  of  them : 

I 

“  Iram  indeed  is  gone  with  all  his  Rose, 

And  Jamshyd’s  Sev’n-ring’d  Cup  where  no  one  knows; 

But  still  a  Ruby  kindles  in  the  Vine, 

And  many  a  Garden  by  the  Water  blows.” 

Andante  commodo,  in  B  major  and  3-4  time:  The  theme  heard 
at  the  outset  in  the  solo  clarinet  runs  through  the  whole,  with  a 
contrasting  counter-subject;  while  always  there  is  an  accompaniment 
persisting  with  a  “  strumming  ”  sort  of  rhythm. 

II 

“  They  say  the  Lion  and  the  Lizard  keep 
The  Courts  where  Jamshyd  gloried  and  drank  deep: 

And  Bahram,  that  great  Hunter  —  the  Wild  Ass 
Stamps  o’er  his  Head,  but  cannot  break  his  Sleep.” 

Allegro,  in  B  minor  and  3-4  time:  The  basis  of  this  is  a  strongly 
accented  theme  stated  at  the  commencement  in  the  first  violins. 
For  this  the  fullest  orchestra  is  used,  and  there  are  occasional 
touches  of  cymbal,  tambourine,  etc. 

The  middle  part  is  as  a  revery: 

“Yet  ah,  that  Spring  should  vanish  with  the  Rose! 

That  Youth’s  sweet-scented  manuscript  should  close! 

The  Nightingale  that  in  the  branches  sang, 

Ah  whence,  and  whither  flown  again,  who  knows !  ” 

In  this  the  accompaniment  is  softly  given  in  the  strings,  harp,  etc., 
the  melody  being  sung  by  clarinet  and  flute.  This  dies  out,  and  the 
first  theme  returns  —  ending  fortissimo. 

III 

“  A  Book  of  Verses  underneath  the  Bough, 

A  Jug  of  Wine,  a  Loaf  of  Bread  —  and  Thou 
Beside  me  singing  in  the  Wilderness  — 

Oh,  Wilderness  were  Paradise  enow !  ” 
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Commodo,  in  A  major  and  4-4  time:  The  subject  heard  at  the 
start  in  the  strings  appears  in  changing  forms,  without  any  other 
contrasting  theme,  and  is  based  throughout  on  an  organ-point  on 
the  dominant  (prolonged  E  in  the  bass).  It  fades  out  in  the  strings 
in  their  highest  positions,  with  a  few  last  E’s  in  the  harp. 

IV 

“Yon  rising  Moon  that  looks  for  us  again  — 

How  oft  hereafter  will  she  wax  and  wane; 

How  oft  hereafter  rising  look  for  us 
Through  this  same  Garden  —  and  for  one  in  vain !  ” 

With  strongly  marked  rhythm,  in  E  minor  and  6-8  time:  After 
some  chords,  harp  and  strings  pizzicato,  the  theme  enters  in  the 
solo  horn  and  ’cello  —  rises  to  fortissimo  and,  again,  dies  out  in  the 
E  minor  chord,  being  succeeded  by  the  Pih  allegro  (in  B  major  and 
3-4  time)  — 

“  Waste  not  your  Hour,  nor  in  the  vain  pursuit 
Of  This  and  That  endeavor  and  dispute; 

Better  be  jocund  with  the  fruitful  Grape 
Than  sadden  after  none,  or  bitter,  Fruit.” 

This  next  is  a  sort  of  Scherzo,  toward  the  end  of  which  is  a  remi¬ 
niscence  of  the  theme  of  the  first  piece,  fortissimo.  This  subsides, 
and  after  a  pause  the  first  theme  returns,  with  a  wavy  accompani¬ 
ment  in  divided  strings  —  the  movement  proceeding  thence  to  an 
expressive  pianissimo  close. 
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Symphony  No.  2  in  D  Minor 

1.  Lento.  Allegro  non  troppo. 

2.  Allegretto. 

3.  Allegro  non  troppo. 

THE  symphony  in  D  Minor,  which  was  first  performed  at 
the  Paris  Conservatoire,  February  17,  1889,  has  been 
furnished  with  an  analysis  by  the  composer  himself,  the  main 
points  of  which  follow.  It  opens  with  a  slow  and  sombre  intro¬ 
duction,  the  principal  motive  of  which  is  developed  through 
thirty  measures  and  leads  to  the  Allegro,  or  first  movement 
proper,  which  is  energetic  in  style.  After  a  reentrance  of  the 
motive  of  the  Lento  and  the  development  of  that  of  the  Allegro, 
the  second  theme  appears,  and  this  in  turn  is  followed  by  a 
third,  which  is  highly  developed.  A  return  is  made  to  the  first 
theme  which  is  given  out  fortissimo.  The  theme  of  the  move¬ 
ment  proper  is  resumed,  leading  to  the  conclusion  of  this  divi¬ 
sion  of  the  symphony. 

The  second  movement  opens  with  pizzicato  chords  for  string 
orchestra  and  harp,  followed  by  a  sweet  and  melancholy 
theme  given  out  by  the  English  horn.  This  section  of  the 
movement  is  closed  by  clarinet,  horn,  and  flute,  after  which 
the  violins  announce  a  second  theme.  At  the  conclusion  of  its 
development,  the  English  horn  and  the  various  wind  instru¬ 
ments  take  up  fragments  of  the  first  motive,  after  which  fol¬ 
lows  a  Scherzo  division.  At  the  close  of  this  sprightly  Scherzo, 
the  entire  opening  period,  as  announced  by  the  English  horn, 
is  combined  with  the  theme  of  the  Scherzo,  the  latter  being 
assigned  to  the  violins. 
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The  third  movement  opens  brilliantly  in  contrast  with  the 
sombreness  of  the  two  preceding  ones.  The  principal  theme  is 
stated  in  the  ’cello  and  bassoons,  and  after  development  a  new 
theme  appears  in  the  brasses,  continued  in  the  strings,  after 
which  a  new  subject  occurs  in  the  basses,  followed  in  its  turn 
by  the  theme  of  the  second  movement  in  the  English  horn. 
After  development  of  the  first  subject  of  the  movement  in  the 
first  violins  a  retard  is  followed  by  a  suggestion  of  the  second 
movement  theme  in  the  oboe.  After  a  pause,  development  of 
previous  material  leads  to  a  climax,  the  full  orchestra  reca¬ 
pitulating  the  principal  subject  of  the  movement.  The  Coda 
follows  with  suggestions  of  the  second  theme  in  the  first  move¬ 
ment  as  well  as  its  opening  theme,  the  movement  closing  with 
its  principal  subject. 


The  Beatitudes 

“The  Beatitudes,”  written  in  1870  and  published  in  1880, 
the  text,  a  poetical  paraphrase  of  the  Gospel,  by  Lady 
Colomb,  is  divided  into  nine  parts  —  a  prologue  and  eight 
beatitudes.  The  prologue,  an  impressive  number,  is  set  for 
tenor  solo  (“  Dark  brooded  Fear  over  the  Land  ”),  and  celestial 
chorus  (“Oh,  blessed  be  He!”)  with  orchestra. 


First  Beatitude 

(“  Blessed  are  the  poor  in  spirit :  for  theirs  is  the  kingdom 
of  heaven.”) 

The  first  beatitude  opens  with  a  passionate  and  energetic 
terrestrial  chorus  (“All  the  Wealth  of  the  Earth”).  The 
celestial  chorus  softly  responds  (“When  our  Hearts  are  op¬ 
pressed”).  The  voice  of  Christ  is  now  heard  in  a  song 
(“Blessed  be”)  of  exquisite  tenderness  and  beauty,  which  is 
taken  up  by  the  celestial  chorus  with  a  rich  accompaniment, 
and  closes  the  beatitude. 
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Second  Beatitude 

(“Blessed  are  the  meek:  for  they  shall  inherit  the  earth.”) 

The  second  beatitude,  introduced  by  the  oboe  with  a  tremolo 
accompaniment  of  the  strings,  opens  with  the  terrestrial 
chorus  (“  The  Earth  is  dark  ”),  followed  by  the  celestial  chorus 
(“Poor  human  Souls”).  The  voice  of  Christ  closes  the  num¬ 
ber  with  the  tender  strain  (“  Oh,  blessed  are  the  Meek  ”). 


Third  Beatitude 

(“Blessed  >are  they  that  mourn:  for  they  shall  he  com¬ 
forted.”) 

The  third  beatitude  opens  with  the  strongest  chorus  in  the 
work  (“Grief  over  all  Creatures”).  It  is  followed  by  a 
mother’s  lament  over  the  empty  cradle;  the  wail  of  the  orphan 
over  its  wretched  state;  the  sorrow  of  husband  and  wife  over 
separation;  and  the  slave’s  prayer  for  liberty.  As  the  differ¬ 
ent  voices  unite  in  a  farewell,  the  gentle  voice  of  Christ  is 
heard  again  (“  Blessed  are  the  Mourners  ”),  followed  by  an 
inspiriting  celestial  chorus  (“Oh,  blessed  forever”). 


Fourth  Beatitude 

(“Blessed  are  they  which  do  hunger  and  thirst  after 
righteousness :  for  they  shall  he  filled”) 

After  an  impressive  and  mystical  prelude  the  fourth  beati¬ 
tude  is  introduced  by  a  dramatic  tenor  solo  (“Where’er  we 
stray,  stern  Fate  enthralls  us”),  and  concludes  with  another 
of  the  gentle  melodies  of  the  Christ  voice  (“  Oh,  happy  he  ”). 
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Fifth  Beatitude 

(“ Blessed  are  the  merciful :  for  they  shall  obtain  mercy.”) 

A  beautiful  string  quartet  opens  the  fifth  beatitude,  followed 
by  an  expressive  tenor  solo  (“Like  beaten  Corn  Sheaves”). 
In  almost  furious  accord  rises  the  appeal  of  the  slaves  (“  King 
all  glorious  ”),  ever  increasing  in  power  and  rising  to  a  tre¬ 
mendous  climax.  The  remainder  of  the  beatitude  is  in  striking 
contrast.  First  is  heard  the  voice  of  Christ  (“  Vengeance  be- 
longeth”),  followed  by  the  celestial  chorus  for  sopranos  and 
tenors  in  unison  (“  Ever  blessed  are  they  ”),  which  is  one  of  the 
sweetest  passages  in  the  work.  This  in  turn  is  followed  by 
the  song  of  the  Angel  of  Forgiveness  (“Holy  love,  sweet 
Pardon”),  a  repetition  of  the  celestial  chorus  closing  the 
number. 


Sixth  Beatitude 

(“  Blessed  are  the  pure  in  heart:  for  they  shall  see  God”) 

After  a  short  prelude,  which  is  scored  with  masterly  skill, 
follows  a  chorus  of  heathen  women  (“  The  Gods,  from  us 
their  Faces  turning”)  succeeded  by  a  chorus  of  Jewish  women 
(“  Thou,  who  once  to  our  Sires  appeared  ”),  the  two  afterwards 
uniting  in  a  mass  chorus  of  great  beauty.  Four  Pharisees, 
after  brief  solos,  unite  in  a  descriptive  quartet  (“Great  God! 
from  early  youth”).  Then  follows  an  impressive  song  by  the 
Angel  of  Death  (“I  gather  in  each  Soul  immortal”).  The 
celestial  chorus  responds  gently  (“Earthly  Knowledge”). 
The  voice  of  Christ  intervenes  (“  Oh,  blest  are  the  Pure”)  and 
the  chorus  closes  (“Then  purge  from  your  Hearts”). 


Seventh  Beatitude 

(“Blessed  are  the  peacemakers :  for  they  shall  be  called  the 
children  of  God”) 
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The  seventh  is  one  of  the  most  dramatic  sections  of  the 
work.  It  opens  with  a  bitter  and  vehemently  declamatory  air 
by  Satan  (“ ’Tis  I  whose  baneful  Spell”).  The  effect  grows 
more  and  more  passionate  and  furious  as  one  after  the  other 
choruses  of  tyrants,  pagan  priests,  and  the  multitude,  enter. 
To  them  succeeds  the  tender  voice  of  Christ  (“  Blessed  are 
they”),  followed  by  a  remorseful  wail  from  Satan  (“Ah!  that 
Voice  ”)  and  the  famous  quintet  of  the  peacemakers  (“  Evil 
cannot  stay  ”). 


Eighth  Beatitude 

(“  Blessed  are  they  which  are  persecuted  for  righteousness> 
sake:  for  theirs  is  the  kingdonn  of  heaven,” ) 

The  last  beatitude  opens  with  another  vehement  outburst 
from  Satan  (“  Not  yet  defeated  ”),  followed  by  the  chorus  of 
the  just  (“Hear  us,  Justice  eternal”).  Satan  once  more 
breaks  out  in  angry  denunciation  (“  Insensates !  this  wild 
delusion  ”)  and  gives  place  to  the  Mater  Dolorosa,  heard  in  the 
majestic  song  (“Stricken  with  Sorrow”).  Satan  recognizes 
his  fate  in  another  remorseful  song  (“  Mine  the  Doom  she  hath 
spoken”).  The  tender  strains  of  the  Christ  voice  (“O  ye 
Righteous !  ”)  are  heard.  Satan  in  a  brief  passage  owns  His 
power.  The  voice  of  Christ  is  heard  for  the  last  time  gently 
calling  (“Oh,  come,  ye  of  my  Father  beloved”),  and  the 
celestial  chorus  brings  the  work  to  a  close  with  a  grand  hosanna. 


Symphonic  Poem,  Les  Eolides 

In  the  symphonic  poem,  “  Les  Eolides,”  the  first  of  Franck’s 
works  of  this  class,  Leconte  de  Lisle’s  poem  of  that  name 
is  used  as  the  subject.  It  was  played  for  the  first  time  at  a 
concert  of  the  Paris  Societe  Nationale,  May  13,  1877,  and  was 
hissed.  Seventeen  years  later  it  had  another  hearing  and  was 
received  with  enthusiasm.  The  work  is  written  in  a  single 
movement,  allegretto  vivo,  and  the  music  tells  its  own  story. 
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It  is  purely  free  and  unconventional,  the  composer  letting  his 
fancy  run  untrammelled  after  the  opening  motive,  which  gives 
expression  to  the  first  lines  of  the  poem,  “  Oh,  floating  breezes 
of  the  sky,  sweet  breaths  of  the  fair  Spring  that  caress  the 
hills  and  plains  with  freshest  kisses.”  The  sentiment  of  the 
poem  is  admirably  reproduced  in  this  graceful  and  picturesque 
music. 


Symphonic  Poem,  Le  Chasseur  Maudit 

The  symphonic  poem,  “  Le  Chasseur  Maudit,”  was  written 
in  1883  and  first  performed  in  the  following  year.  It  is  based 
upon  the  familiar  ballad  of  Burger’s,  “Der  wilde  Jager  ” 
(“The  Wild  Huntsman”),  and  is  divided  into  four  sections, 
for  which  the  composer  has  provided  a  program.  In  the  first 
movement,  amid  the  pealing  of  bells,  the  shouts  of  the  crowd, 
and  the  intoning  of  a  chant,  the  hunting  horn  of  the  Count  of 
the  Rhine  is  heard  as  the  huntsmen  prepare  for  the  chase.  In 
the  second  movement  the  chase  is  in  full  progress  over  the  fields 
and  moors.  A  voice  bids  the  Count  listen  to  the  pious  chant, 
but  he  refuses  and  urges  his  horse  forward.  In  the  third 
movement  he  is  found  alone;  his  horse  cannot  move,  nor  will 
his  horn  utter  a  sound.  A  strong  piercing  theme  gives  out  the 
curse,  “  Desecrator,  be  forever  driven  by  the  Evil  One.”  In 
the  last  movement  flames  shoot  up  and  the  Count  flies,  forever 
pursued  by  demons. 


GADE 


Symphony  No.  in  B  Flat.  Op.  20 

1.  Allegro  vivace  e  grazioso. 

2.  Andante  con  moto. 

3.  Scherzo.  Allegro  ma  non  troppo  e  thanquillamente. 

4.  Allegro  molto  vivace. 

THE  fourth  of  the  series  of  Gade’s  symphonies,  written 
in  1854,  is  usually  considered  his  broadest  and  most  dig¬ 
nified  work,  though  it  still  preserves  the  Northern  color  and 
sentiment  in  a  large  degree.  It  opens  with  a  short  and  some¬ 
what  plaintive  introduction,  leading  up  to  the  Allegro,  the  first 
theme  of  which  is  given  out  by  the  violins  and  flutes.  After 
brief  treatment  a  minor  passage  in  the  violins  prepares  the 
way  for  the  second  theme,  first  announced  by  the  ’cellos  and  a 
single  horn,  and  then  joined  by  the  bassoons,  the  flutes,  oboes, 
and  clarinets,  having  a  triple  accompaniment.  The  first  part 
of  the  movement  ends  with  the  repetition  of  the  second  subject. 
The  second  part  is  in  the  nature  of  a  fantasia,  in  which  a  part 
of  the  first  theme  and  the  minor  violin  passage  are  combined 
with  the  leading  theme.  The  various  subjects  then  recur  in 
regular  succession,  leading  to  the  Coda,  in  which  the  strings 
tremolo  and  the  flutes  and  reeds  in  sustained  notes  play  an 
important  part.  The  opening  phrase  is  then  treated,  and  the 
movement  comes  to  an  end  with  great  vivacity. 

The  second  movement  is  delightful  for  its  harmonized  effects, 
particularly  in  the  opening  subject,  given  out  by  the  strings, 
and  accompanied  by  the  clarinets,  horns,  and  trombones  in 
harmony  of  the  most  plaintive  and  yet  thoroughly  musical 
expression.  The  second  subject,  announced  by  the  clarinets, 
accompanied  by  the  strings  in  triplets,  is  equally  beautiful  in 
its  effect.  After  it  is  fully  developed,  the  first  theme  returns  in 
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the  minor,  charmingly  varied.  The  violins  and  reeds  repeat 
the  second  theme,  and  then  a  passage  from  the  first  serves  for 
the  Coda  and  brings  the  movement  to  a  close. 

The  Scherzo  is  remarkable  for  its  sweetness,  fancy,  and 
grace.  The  first  violins  announce  the  opening  subject,  with 
string  accompaniment,  through  which  are  heard  the  low,  tender 
tones  of  the  clarinets.  The  movement  has  two  trios,  the  first 
of  which  is  based  upon  a  delightful  folk  melody.  The  Scherzo 
is  then  repeated,  and  an  equally  beautiful  and  characteristic 
melody  introduces  the  second,  which  is  also  followed  by  a  repe¬ 
tition  of  the  Scherzo,  the  development  of  which,  in  connection 
with  the  melody  of  the  first  trio,  forms  the  Coda. 

The  last  movement  is  full  of  energy  and  spirit.  Without 
introduction  or  preparation  of  any  kind,  the  flutes  and  violins 
give  out  the  vivacious  first  subject.  After  brief  treatment 
two  more  melodies  are  introduced,  either  of  which  is  bright  and 
broad  enough  to  have  served  for  a  leading  theme.  They  lead 
the  way  to  the  second  subject,  worked  up  in  the  usual  form, 
and  followed  by  the  melodious  procession  of  subjects  leading 
to  a  brilliant  Coda  closing  the  symphony. 


Overture,  Nachkldnge  aus  Ossian.  Op.  1 

The  overture,  “Nachklange  aus  Ossian”  (“Echoes  of 
Ossian”),  was  written  by  Gade  in  1839.  In  this  overture 
he  has  sought  to  reflect  the  spirit  of  the  Ossian  poetry.  After 
brief  passages  in  the  violas  and  bass  strings,  supported  by 
violins  and  horns  and  the  gentle  roll  of  drums,  the  ’cellos  an¬ 
nounce  a  sombre  melody.  The  wood  winds  follow  in  short 
phrases.  The  clarinet,  bassoon,  and  horn  take  the  theme,  and 
at  last  it  extends  to  all  the  wind  instruments  fortissimo.  It 
is  the  sunrise  and  hunters’  horns  are  heard.  Another  figure  for 
the  chase  enters,  after  which  the  original  subject  reenters,  given 
out  by  the  brasses  and  harps.  The  two  subjects  are  interwoven, 
the  second  figure  continually  growing  stronger,  and  at  last  a 
unison  in  the  strings  prepares  the  way  for  the  second  theme, 
announced  by  the  oboe  and  taken  successively  by  bassoon  and 
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horn.  It  is  a  gentle*  graceful  melody,  and  is  thought  by  some 
to  be  a  tribute  to  womanly  beauty.  After  a  repetition  of  this 
theme  the  working  out  begins,  followed  by  the  recapitulation 
for  which  the  horn  call  prepares  the  way.  The  Coda  is  con¬ 
structed  from  the  material  in  the  introduction  and  brings  this 
remarkable  realization  of  Ossianic  beauty  to  its  close. 


GLAZOUNOV 


1865- 

Symphony  No.  6  in  C  Minor 

1.  Adagio.  Allegro  passionato. 

2.  Andante.  Variatioro. 

3.  Intermezzo.  Allegretto. 

4.  Andante  maestoso.  Scherzando. 

* 

THE  first  movement  of  Glazounov’s  Sixth  Symphony  opens 
with  an  Adagio  introduction,  in  which  a  theme  is  an¬ 
nounced  by  the  ’cellos  and  double  basses  and  worked  up  in  the 
strings  and  wind  instruments.  Imitations  on  the  same  theme 
follow,  reaching  a  fortissimo  climax  in  full  orchestra.  Chro¬ 
matic  harmonies,  with  a  sustained  tremolo  in  the  strings,  lead 
to  the  first  theme,  which  in  reality  is  a  development  of  the 
theme  in  the  introduction  in  different  rhythm.  The  second 
theme  is  stated  in  the  violins  and  again  taken  up  in  the  wood 
winds.  Passages  from  the  first  theme  then  return  against  the 
second  theme  in  a  fortissimo  climax.  After  a  dramatic  episode 
and  a  third  part,  a  vigorous  Coda  ends  the  movement. 

The  second  movement  is  a  set  of  variations  on  a  simple  theme 
in  the  strings,  among  them  a  Scherzino,  a  Fugato  and  a  Noc¬ 
turne. 

The  third  movement  is  in  the  form  of  a  Scherzo  and  Trio  and 
closes  with  the  customary  Coda.  The  final  movement  suggests 
Russian  dance  rhythm.  Two  themes  are  announced.  The  first 
appears  in  various  tempi,  after  which  the  second  is  stated  and 
the  alternation  of  these  two  brings  the  movement  to  its  close 
brilliantly  and  with  great  rapidity. 
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Overture  “  Solennelle  ” 

Unlike  most  of  Glazounov’s  concert  pieces,  the  overture 
“  Solennelle  ”  has  no  program.  It  was  composed  in  1901,  and 
at  the  time  of  its  first  performance  in  that  year  was  entitled 
a  “  Festival  Overture,”  and  was  evidently  intended  as  a  fitting 
prelude  for  any  pageant.  It  opens,  like  others  of  Glazounov’s 
compositions,  with  a  resonant  proclamation  of  chords  in  the 
strings  and  brasses,  after  which  the  wood  winds  and  horns 
enter  with  a  theme  which  is  extended  soon  to  the  violins,  an¬ 
swered  by  a  short  phrase  in  the  violas,  ’cellos,  and  bassoon. 
The  introduction  closes,  as  it  opened,  with  vigorous  chords. 
The  main  section  begins  with  a  melodious  theme  in  the  violins, 
closed  by  the  wood  winds.  This  is  followed  by  the  second 
theme,  which  subsequently  is  taken  by  the  clarinets  with 
string  accompaniment  and  fully  elaborated.  The  first  theme 
now  returns,  and  is  worked  up  with  subsidiary  passages  from 
the  introduction.  The  elaboration  of  all  this  material  and  the 
Coda  close  the  overture. 


Oriental  Rhapsody.  Op.  29 

Glazounov’s  “  Oriental  Rhapsody  ”  abounds  in  melody  and 
is  characterized  by  a  decided  Oriental  color.  The  program  of 
the  rhapsody  gives  a  close  sketch  of  the  music.  The  first  part 
opens  with  night  in  the  city  and  the  calls  of  the  watchmen.  As 
they  die  away  the  song  of  an  improvisator  is  sung  in  the  strings. 
It  is  taken  up  gradually  by  other  instruments  to  a  very  rich 
accompaniment,  continuously  growing  in  intensity.  As  it  closes, 
the  calls  of  the  watchmen  are  heard  again.  These  again 
cease,  and  the  oboe  gives  the  signal  for  a  lively  dance,  which 
is  worked  up  in  the  percussion  instruments  in  the  most  rollick¬ 
ing  manner.  As  the  dance  comes  to  an  end,  an  old  man  is  intro¬ 
duced,  who  sings  a  tender  melody  to  a  sombre  harp  accompani¬ 
ment.  At  its  close,  the  watchmen’s  horns  are  heard  again,  and 
a  brilliant  march  announces  the  return  of  the  triumphant  army, 
accompanied  by  the  shouts  of  the  people,  who  join  in  another 
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animated  dance,  in  the  midst  of  which  is  heard  a  strain  of  vic¬ 
tory.  In  the  Finale  all  this  material  is  worked  up  with  great 
skill. 


Symphonic  Tableau,  The  Kremlin.  Op.  SO 

The  symphonic  tableau,  “  The  Kremlin,”  is  purely  program 
music,  elaborately  constructed  and  national  in  character.  The 
work  is  in  three  sections.  The  first,  “Popular  Feast,”  is  made 
up  of  several  sub-sections,  freely  scored  and  descriptive  of  the 
general  title.  The  first,  an  Allegro,  is  given  out  by  the  ’cellos 
and  violas  with  a  droning  accompaniment  in  the  double  basses. 
A  folk-song  melody  follows  in  the  strings  and  wood  winds.  An 
Allegretto  melody  ensues  for  the  clarinet  and  trumpet  with 
string  pizzicato  accompaniment.  After  the  elaboration  of  these 
episodes  a  new  one  enters  in  the  first  violins  and  ’cellos.  The 
subjects  already  introduced  follow  in  order,  and  their  working 
out  brings  the  first  part  to  its  close.  The  second  part,  “  In  the 
Monastery,”  describes  a  Russian  church  festival  occasion.  It 
opens  in  a  serious  style,  with  a  theme  in  the  violas  and  basses, 
followed  by  intonations  given  out  by  the  bassoons  and  clarinet, 
the  material  being  taken  from  the  Greek  Church  liturgy.  It 
is  followed  by  a  new  subject  of  a  different  character  in  the 
clarinet,  supported  by  the  second  violins  and  harp,  which  leads 
back  to  the  intonations  already  mentioned,  and  is  followed  by 
the  new  theme,  the  development  of  which  brings  this  part  to  a 
close.  The  third  part,  “  Entrance  and  Greeting  of  the  Prince,” 
is  of  a  sonorous  and  stately  character.  It  is  introduced  in  the 
horns  and  bassoons,  and  leads  to  the  opening  theme  given  out 
in  unison  by  the  strings,  wood  winds,  and  horns.  The  develop¬ 
ment  of  this  material,  reinforced  by  a  new  subject  of  a  more 
tranquil  nature,  at  last  leads  to  a  tremendous  climax  in  which 
the  principal  subject  is  given  to  the  basses.  The  Coda  is  con¬ 
structed  from  this  material  and  closes  the  work  in  a  brilliant 
and  vigorous  manner. 
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Suite,  Ruses  d’ Amour.  Op.  61 

The  suite,  “  Ruses  d’Amour,”  one  of  the  most  elaborate  of 
Glazounov’s  dance  compositions,  is  made  up  of  selections  from 
a  ballet  of  the  same  name  which  was  written  in  1898.  It  con¬ 
tains  five  movements.  The  first  is  entitled  “  Introduction,  Ga¬ 
votte,  Musette,  Sarabande,  and  Farandole.”  The  introduction, 
based  upon  two  melodies,  is  a  graceful  prelude  to  the  opening 
scene  of  the  ballet.  Melodious  themes  are  given  out  by  the 
flutes  and  strings,  and  a  brief  interlude  leads  to  a  charming 
Gavotte  and  Musette.  A  short  Sarabande  follows,  giving  place 
to  a  lively  Farandole.  After  the  reprise  the  first  movement 
closes  with  a  brilliant  climax.  The  second  movement,  “  Grand 
Valse,”  based  upon  two  themes  with  a  Coda  developed  from  the 
first  theme,  tells  its  own  story.  The  theme  is  introduced  in  the 
clarinet,  eventually  appearing  in  the  strings.  The  third  move¬ 
ment,  “  Ballabile  des  Paysans  et  Paysannes,”  is,  as  its  title  indi¬ 
cates,  a  pastoral  dance.  The  fourth  movement,  “  Grand  Pas 
des  Fiances,”  is  a  tender,  graceful  romanza  for  solo  violin  and 
’cello.  The  closing  movement,  “La  Fricassee,”  is  a  sprightly, 
gay  piece  of  music,  full  of  dash  and  humor,  its  opening  subject 
given  out  by  violas  and  ’cellos,  leading  to  the  main  theme 
heard  in  the  violins. 


Suite,  From  the  Middle  Ages.  Op.  79 

The  suite,  “From  the  Middle  Ages,”  was  written  in  1902. 
It  is  purely  a  piece  of  program  music  and  freely  composed  in 
four  movements.  The  first  of  these,  “Prelude,”  suggests. a 
castle  by  the  seashore  in  which  are  two  lovers.  The  second, 
“  Scherzo,”  represents  a  Death  dance  in  a  street  theater,  with 
Death  playing  his  violin  and  inviting  the  people  to  dance.  The 
third  is  the  graceful  serenade  of  a  troubadour.  The  fourth 
opens  with  the  trumpets  summoning  the  troops,  and  a  proces¬ 
sion  of  priests  chanting  and  blessing  the  soldiers,  their  march 
blending  with  the  priestly  intonation,  ending  in  a  climax,  of 
popular  enthusiasm  as  the  priests’  chants  gradually  die  away. 


GLIERE 


1874- 

Symphony  No.  1  in  E  Flat  Major 

1.  Andante.  Allegro  moderato. 

2.  Allegro  molto  vivace. 

3.  Andante. 

4.  Allegro. 

THE  name  of  Reinhold  Moritzovitch  Gliere  is  compara¬ 
tively  a  new  one  on  American  concert-room  programs, 
but  the  success  of  his  first  symphony  gives  promise  that  it 
may  yet  become  a  familiar  one.  The  work  in  question  was 
composed  at  Moscow  in  1899,  but  it  was  not  heard  until  1902. 

A  long  introduction,  in  which  suggestions  of  the  main  theme 
are  heard,  leads  to  the  Allegro  moderato,  the  principal  theme 
being  stated  by  the  oboe  with  string  accompaniment  followed 
by  a  crescendo,  by  the  full  orchestra.  A  phrase  in  the  basses 
and  ’cellos  leads  to  the  second  subject,  given  out  by  the  clarinet 
and  leading  up  to  the  development. 

The  second  movement  introduces  two  principal  themes,  the 
first  in  the  strings  and  the  second  combined  with  it  in  the  violas 
and  bassoon.  In  the  Trio  a  theme  is  developed  after  announce¬ 
ment  by  the  clarinet  with  string  accompaniment  and  at  its  close 
a  recapitulation  of  the  ideas  in  the  first  part  follows. 

The  third  movement  opens  with  a  theme  given  out  by  the 
first  violins,  which  is  developed  at  considerable  length.  A  new 
subject  then  appears  in  the  wood  winds,  continued  by  the 
strings,  and  ending  in  repetition  by  full  orchestra.  The  opening 
passages  of  the  movement  are  repeated  and  after  a  climax  it 
ends  quietly. 

In  the  Finale  the  theme  upon  which  most  of  it  is  constructed 
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is  given  out  fortissimo  by  the  horns,  repeated  in  the  strings 
and  afterwards  in  full  orchestra.  It  also  appears  during  its 
working  out,  in  the  ’cellos  and  basses  with  responses  by  oboe 
and  flute.  The  second  subject  is  given  out  in  the  wood  winds. 
The  first  is  then  developed,  followed  by  the  second  in  the  horns 
and  ’cellos.  A  crescendo  follows  and  leads  to  a  powerful 
climax.  Recapitulation  of  all  this  material  closes  the  sym¬ 
phony. 


Symphonic  Poem,  The  Sirens 

Gliere’s  symphonic  poem,  “  The  Sirens,”  was  first  produced 
in  Petrograd,  in  1912.  The  composer  briefly  states  its  pro¬ 
gram  as  follows:  “  The  Sea;  The  Isle  of  the  Sirens;  Approach 
of  the  Vessel;  The  Song  of  the  Sirens;  The  Shipwreck.”  It 
follows  of  course  the  old  story  of  the  enchantments  of  the 
Sirens,  the  allurement  of  mariners,  and  the  doom  of  their 
vessels,  dashed  to  pieces  upon  the  hidden  rocks.  The  sym¬ 
phonic  poem  begins  with  a  muted  passage  in  the  violins,  with 
basses  and  kettle-drum  accompaniment,  representing  the  sea. 
A  new  section  in  the  ’cellos,  second  violins  and  horns,  depicts 
the  island  itself  and  is  followed  by  a  passage  in  the  flute  and 
celeste.  The  approach  of  the  vessel  is  indicated  by  a  passage 
in  muted  horns  and  the  voices  of  the  sirens  are  heard  in  the 
violas  and  clarinet.  The  music  becomes  more  and  more  vig¬ 
orous  and  at  last  reaches  a  climax,  suggesting  the  wreck,  after 
which  it  gradually  grows  more  tranquil  and  ends  pianissimo. 


GLINKA 


1804  —  1857 

Overture  to  Life  for  the  Czar 

GLINKA,  the  founder  of  Russian  national  music  in  1832, 
conceived  the  project  of  a  national  opera,  for  which  the 
subject  “Ivan  Soussanine,”  afterwards  known  as  “Life  for 
the  Czar,”  was  chosen.  The  opera  was  produced  with  extraor¬ 
dinary  success  at  St.  Petersburg  in  1836  and  was  hailed  with 
enthusiasm  by  the  Russians.  The  scene  of  the  story  is  laid 
in  the  Russian  provinces,  which  had  been  invaded  by  the  Poles 
in  the  seventeenth  century  with  such  success  that  they  were 
before  the  walls  of  Moscow.  In  this  crisis  Michael  Feodoro- 
vitch  was  chosen  Czar.  The  invaders  made  every  effort  to 
capture  him  and  ordered  a  Russian  peasant,  Ivan  Soussanine, 
to  reveal  the  Czar’s  hiding  place.  He  feigned  consent,  and  led 
the  Polish  army  through  swamps  and  forests  until  it  was  utterly 
demoralized.  When  its  commander  realized  that  his  plans  were 
frustrated,  Ivan  paid  the  penalty  with  his  life. 

There  is  no  garish  color  or  barbarian  effects  in  this  overture, 
which  laid  the  foundation  of  Glinka’s  scheme  so  strongly  and 
enduringly.  A  characteristic  Russian  melody,  given  out  by  the 
oboe,  forms  the  basis  of  its  introduction.  Then  follows  the 
main  movement  in  regular  sonata  form.  The  principal  theme 
is  given  out  by  the  first  violins.  A  transition,  based  upon  it, 
leads  to  the  second,  which  is  assigned  to  the  clarinet.  Develop¬ 
ment  follows,  referring  to  the  first  theme.  Then  comes  the 
recapitulation,  and  a  long  and  elaborate  Coda  dealing  with  the 
previous  material,  brings  this  epoch-making  overture  to  its 
close. 
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Overture  to  Russian  and  Ludmilla 

The  introduction  to  the  second  of  Glinka’s  operas,  “  Russian 
and  Ludmilla  ”  begins  with  fortissimo  chords  in  full  orchestra. 
The  first  theme  appears  in  the  violins,  violas  and  flute,  accom¬ 
panied  by  all  the  other  instruments.  After  a  brilliant  episode 
in  the  wood  winds  with  string  pizzicato  accompaniment,  and 
other  subsidiary  passages,  the  second  theme  appears  —  a  grace¬ 
ful  melody  in  the  violas,  ’cellos  and  bassoon.  It  is  then  taken 
up  fortissimo  by  full  orchestra  and  prepares  the  way  for  the 
concluding  theme.  After  a  short,  free  fantasie,  the  first  theme 
reappears  in  the  strings  and  introduces  the  third  section  of  the 
overture,  in  which  the  second  and  concluding  themes  are  treated. 
The  Coda,  based  upon  the  first  theme,  is  very  brilliant  and  is 
enriched  by  a  bell-like  effect  produced  in  the  brasses. 


Ivanovich  Glinka 


GLUCK 


1714-1787 

Overture  to  Iphigenia  in  Aulis 

THE  overtures  to  Gluck’s  operas,  though  but  two  of  them 
retain  a  place  in  the  modern  concert  repertory,  possess 
unusual  interest  because  they  are  the  preludes  to  the  dramatic 
works  in  which  Gluck  introduced  certain  reforms  which  may 
be  summed  up  in  his  own  words :  “  My  idea  was  that  the  rela¬ 
tion  of  music  to  poetry  was  much  the  same  as  that  of  harmo¬ 
nious  coloring  and  well  depicted  light  and  shade  to  an  accurate 
drawing,  which  animates  the  figures  without  altering  their 
outlines.”  As  originally  written,  the  overture  had  no  ending, 
but  led  without  interruption  into  the  opening  scene  of  the 
opera.  Mozart  is  supposed  to  have  written  a  closing  section  to 
adapt  it  for  concert  use,  and  Wagner  made  sundry  revisions 
and  also  wrote  a  Coda  to  take  the  place  of  the  Mozart  ending. 
The  overture  begins  with  a  slow  movement,  followed  by  an 
Allegro,  the  old  method  of  writing  overtures.  The  slow  move¬ 
ment  is  in  strict  style  and  is  divided  between  the  strings  and 
wind  instruments.  The  first  subject  of  the  Allegro  appears 
several  times,  followed  by  Episodes,  each  worked  up  in  strict 
time  and  frequently  repeated.  Wagner  sums  up  the  contents 
of  the  overture  in  four  subjects,  the  first  occurring  in  the  slow 
movement  as  an  invocation  for  deliverance  from  affliction.  The 
other  three  he  finds  in  the  Allegro.  The  second  represents 
assertion  of  overbearing  authority;  the  third,  expression  of 
womanly  tenderness ;  and  the  fourth,  deep  sympathy.  This 
interpretation  gives  the  general  character  of  the  various  sec¬ 
tions  of  the  overture. 
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Overture  to  Iphigenia  in  Tauris 

The  overture  to  “  Iphigenia  in  Tauris  ”  is  not  an  overture 
in  the  strict  sense,  but  a  brief  prelude.  It  is  included  in  this 
collection  for  the  reason  that  it  introduces  one  of  the  grandest 
of  Gluck’s  operas,  the  one  indeed  which  settled  his  preeminence 
in  the  famous  Gluck-Piccini  war  at  the  time  when  the  Academie 
de  Musique  of  Paris  commissioned  the  two  rivals  to  produce 
an  opera  on  the  same  subject,  and  Gluck  carried  off  the  laurels. 
It  was  set  to  the  text  written  by  the  poet  Guillard,  who  based 
his  libretto  on  the  tragedy  by  Guimand  de  la  Touche,  and  was 
first  produced  in  1779.  The  prelude  simply  describes  a  calm, 
peaceful  sea  and  then  a  furious  storm,  during  which  Iphigenia 
enters  with  the  priestesses  and  offers  a  prayer  of  thankfulness. 
The  prelude  is  in  keeping  with  Gluck’s  idea  that  “  the  overture 
ought  to  indicate  the  subject  and  prepare  the  spectators  for 
the  character  of  the  piece  they  are  to  see.” 


Copyright  by  Breitkopf  Hartel 
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Laendliche  Hochzeit  (Country  Wedding)  Symphony 

1.  Moderato  molto.  (Wedding  March  with  Variations.) 

2.  Allegretto.  (Bridal  Song.) 

3.  Allegretto  moderato  scherzando.  (Serenade.) 

4.  Andante.  (In  the  Garden.) 

5.  Finale,  allegro  molto.  (Dance.) 

THE  “  Country  Wedding”  Symphony,  written  in  1876,  was 
first  performed  in  that  year  at  Vienna.  Its  brightness, 
freshness,  and  peculiarly  close  interpretation  of  the  program 
which  it  represents  will  always  make  it  a  favorite  among  con¬ 
cert-goers.  Its  program  is  a  sketch  of  a  country  wedding.  The 
march  and  procession,  the  nuptial  song,  which  we  may  imagine 
sung  by  the  friends  of  the  happy  pair,  the  inevitable  serenade, 
the  discourse  of  the  lovers  in  a  garden,  interrupted  by  the  en¬ 
trance  of  friends  whose  greetings  lead  up  to  a  genuine  country 
dance  in  the  Finale,  are  the  various  scenes  in  this  series  of 
cheerful  pastoral  pictures. 

The  first  movement  is  a  most  decided  innovation,  and  at 
once  announces  that  the  work  is  not  in  the  usual  symphonic 
form.  It  is  a  march  with  thirteen  variations,  in  which  the 
theme  appears  only  in  fragments.  They  are  scored  in  the 
freest  possible  manner,  the  composer  evidently  not  wishing  to 
restrict  himself  to  the  march  form.  The  theme,  which  is  simple 
and  yet  quite  impressive,  enters  in  the  ’cellos  and  basses  alone 
in  a  quiet  manner,  and  without  any  of  the  stir  and  brilliancy 
which  usually  characterize  the  march.  Then  follow  the  vari¬ 
ations  in  regular  order.  The  first  horn,  with  an  accompani¬ 
ment  by  the  other  horns  and  a  moving  bass  in  the  strings. 
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followed  by  a  new  melody  for  clarinets  and  flutes,  takes  the 
first  variation.  The  violins  give  the  second  in  an  animated 
manner,  and  the  full  orchestra  sweeps  in  on  the  third  with  the 
utmost  vivacity  and  good  feeling.  The  strings  again  take  the 
fourth,  but  the  mood  changes  to  a  tender  and  expressive  minor. 
In  the  fifth  the  theme  returns  in  the  basses,  assisted  by  bassoons 
and  horns.  The  sixth  is  also  assigned  to  the  basses,  the  flutes 
and  violins  weaving  a  fanciful  accompaniment  around  the 
theme.  The  seventh  is  in  the  minor,  and  is  quaintly  written, 
the  utmost  freedom  being  allowed  to  all  the  instruments.  The 
eighth  is  divided  between  the  first  violins,  flutes,  oboes,  and 
clarinets.  In  the  ninth  the  theme  is  suggested  in  the  bass, 
reinforced  by  a  new  subject  for  flute  and  violin.  In  the  tenth 
the  first  violin  introduces  a  fanciful  figure  with  the  theme 
appearing  in  the  basses  and  strings.  The  eleventh,  in  the 
minor,  is  characterized  by  an  entirely  fresh  subject,  assigned 
to  the  violin  and  oboe,  then  to  clarinet  and  violin,  and  finally 
to  the  clarinet.  The  twelfth  introduces  another  new  theme, 
growing  out  of  the  first,  announced  by  the  oboe  with  bassoon 
accompaniment,  the  flutes  and  clarinets  moving  independently, 
and  the  violins  and  violas  enhancing  the  effect  in  a  quaint 
manner.  With  the  thirteenth,  which  returns  to  the  original 
tempo,  the  charming  series  closes.  Though  treated  freely  and 
fancifully,  these  variations  never  lose  the  “  country  ”  spirit  of 
the  work. 

The  second  movement,  “  Bridal  Song,”  is  a  charming  melody 
in  genuine  aria  form  in  which  the  oboe  is  prominent,  the  sub¬ 
ject  of  the  march  being  heard  in  the  basses.  It  is  short,  but 
graceful  and  delicate,  and  admirably  fills  its  place  in  the  fanci¬ 
ful  scheme  of  the  work. 

The  third  movement,  “  Serenade,”  comes  nearer  to  the  sonata 
form,  and  yet  preserves  the  pastoral  characteristics  throughout. 
The  prelude  is  somewhat  elaborate,  and  leads  up  to  a  melody 
for  the  oboes,  which  is  afterward  worked  up  by  the  violins  and 
other  instruments. 

The  fourth  movement,  “  In  the  Garden,”  is  a  charming  pic¬ 
ture  of  the  lovers  tenderly  conversing  with  each  other  and 
exchanging  vows  of  constancy  and  passionate  utterances.  It 
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is  a  dreamy  episode  with  alluring  bits  of  color,  at  times,  as  in 
the  solo  for  clarinet,  rising  to  the  very  intensity  of  passion, 
while  in  the  middle  part  occurs  a  genuine  love  dialogue. 

The  scene  now  changes,  and  in  the  final  movements  we 
have  the  dance.  Oddly  enough,  its  principal  theme  is  in  fugal 
form,  led  off  by  the  second  violins,  the  first  coming  in  last.  It 
is  very  brilliant  and  picturesque  in  its  effect,  and  contains 
many  charming  episodes,  among  them  a  return  to  the  garden 
music  in  the  middle  part. 


Symphony  No.  2  in  E  Flat  Major 

1.  Allegro.  3.  Allegro  quasi  presto. 

2.  Andante.  4.  Andante  assai. 

Goldmark’s  Second  Symphony  was  written  in  1887  and  was 
first  performed  at  Dresden  in  1888.  The  opening  theme  of  the 
first  movement  is  stated  at  once,  followed  by  a  section  for  the 
strings  and  this  in  turn  by  a  theme  treated  in  canon  form  by 
the  strings  and  basses.  The  full  orchestra  enters  vigorously, 
followed  by  a  tranquil  passage  for  strings,  leading  to  the  sec¬ 
ond  subject,  which  appears  in  the  ’cellos,  with  accompaniment 
of  violas  and  second  violins,  continued  by  the  clarinet.  The 
full  orchestra  then  gives  out  the  first  subject  and  also  develops 
the  second.  After  development  and  recapitulation,  the  Coda 
opens  with  the  principal  theme  in  full  orchestra  and  the  move¬ 
ment  comes  to  a  close  with  a  brilliant  prestissimo. 

The  second  movement  opens  with  a  theme  in  the  strings  and 
a  passage  in  full  orchestra  leads  to  a  second  theme  in  the  horns 
and  wood  winds,  subsequently  taken  by  the  strings  and  fol¬ 
lowed  by  still  another  in  the  strings,  wood  winds  and  horns. 
A  new  subject  appears  in  the  wood  winds  accompanied  by  the 
strings  and  after  its  development,  the  first  subject  returns.  The 
second  theme  is  heard  again  in  the  brasses  and  the  Coda  closes 
the  movement. 

The  third  movement  opens  with  a  brilliant  subj  ect  given  out 
by  muted  first  violins  which  is  developed  in  the  strings  and 
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wood  winds.  As  it  comes  to  a  close,  the  Trio  opens  with  a  long 
trumpet  solo,  string  accompaniment,  after  which  another  sub¬ 
ject  appears  in  the  flutes,  oboes  and  clarinets.  This  is  repeated 
by  the  strings.  After  it  is  developed,  the  trumpet  solo  is  heard 
again  and  the  first  part  of  the  movement  is  repeated. 

After  introduction  the  principal  theme  of  the  Finale  is  stated 
in  the  first  violin,  followed  by  a  passage  for  oboes,  clarinets  and 
bassoons,  which  is  next  taken  up  by  the  strings.  After  devel¬ 
opment  a  third  subject  is  announced.  Further  development  of 
this  material  leads  to  the  Coda  and  closes  the  movement  with 
a  restatement  of  the  principal  theme. 


Overture,  SaJcuntala.  Op.  18 

The  overture  to  “  Sakuntala,”  first  produced  in  Vienna  in 
1865,  marked  the  initial  step  in  Goldmark’s  success  as  a  com¬ 
poser.  The  story  which  it  illustrates  is  that  of  Sakuntala  by 
Kalidasa,  the  Indian  poet  and  dramatist.  Sakuntala,  a  water 
nymph’s  daughter,  is  brought  up  by  a  priest  in  a  sacred  grove 
and  adopted  as  his  own  daughter.  King  Dushiante,  entering 
the  grove,  sees  her,  falls  in  love  with  her,  and  they  are  eventu¬ 
ally  married.  The  King  gives  her  a  ring  which  will  identify 
her  as  his  wife  when  she  goes  to  his  city.  In  the  meantime 
another  priest,  actuated  by  motives  of  revenge,  magically  de¬ 
prives  the  King  of  all  recollection  of  her.  While  washing  her 
raiment  in  the  sacred  river,  Sakuntala  loses  the  ring.  When  at 
last  she  presents  herself  to  the  King  he  disowns  her,  and  she 
is  driven  away.  Her  mother,  the  nymph,  in  pity  comes  for  her. 
The  ring  is  found  by  a  fisherman,  who  brings  it  to  the  King. 
The  sight  of  it  restores  his  recollection  of  Sakuntala  and  he  is 
filled  with  remorse.  In  a  campaign  against  the  demons  he  finds 
Sakuntala,  and  they  are  happily  united. 

The  overture  opens  with  a  rippling  melody  in  the  violas, 
’cellos,  and  bassoons,  indicative  of  Sakuntala’s  parentage. 
After  a  few  measures  the  clarinet  and  ’cellos  in  unison  sing  the 
first  theme,  a  love  melody  with  soft  accompaniment  of  the 
strings  and  bassoons.  After  the  working  out  of  this  material. 
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another  theme,  a  hunting  melody,  appears  in  second  violins,  vio¬ 
las,  and  horns,  and  after  elaboration  leads  to  a  fortissimo  in  full 
orchestra.  Still  another  and  very  melodious  theme  appears  in 
the  oboe  and  clarinet,  leading  to  an  outburst  of  harmony  in  full 
orchestra.  The  Allegro  begins  pianissimo,  and  ending  fortis¬ 
simo,  closes  the  first  part  of  the  overture  in  a  vigorous  climax. 
After  the  free  fantasia  the  Coda  follows,  based  upon  passages 
from  the  hunting  theme  and  leading  to  a  fortissimo  presenta¬ 
tion  of  both  first  and  second  themes.  A  climax,  beginning  with 
the  hunting  song,  closes  the  overture. 


Overture  to  Penthesilea.  Op.  31 

The  overture  to  “  Penthesilea  ”  is  a  prelude  to  the  incidents 
in  the  drama  of  the  same  name  written  by  Heinrich  von  Kleist. 
The  story  is  substantially  as  follows:  Penthesilea,  daughter  of 
Mars,  was  celebrated  for  her  beauty  and  bravery  as  Queen  of 
the  Amazons.  She  assists  Priam  in  the  Trojan  War  and  fights 
against  Achilles,  with  whom  she  had  been  in  love,  and  is  slain 
by  him.  The  hero,  recognizing  her  armor  after  her  defeat,  is 
so  overcome  by  her  loveliness  that  he  sheds  tears  for  having 
sacrificed  her  to  his  rage.  The  opening  theme,  given  out  by 
full  orchestra,  is  bold  and  passionate,  and  represents  the  Ama¬ 
zons’  march  to  battle.  The  development  of  this  theme  leads 
to  a  new  figure  with  accompaniment  growing  out  of  the  open¬ 
ing  theme,  and  after  episodical  treatment  returns  to  the  original 
subject.  A  subdued  passage  follows,  expressive  of  a  dialogue, 
interrupted  by  a  melodic  phrase  in  the  clarinet.  A  new  theme 
now  appears  in  the  flute  and  clarinet,  the  strings  continuing 
the  dialogue.  Several  new  ideas  follow.  The  oboe  has  a  fresh 
theme,  supplemented  in  the  strings,  and  responded  to  by  the 
flute,  the  two  at  last  uniting,  followed  by  a  new  and  joyous 
theme  given  out  by  full  orchestra.  Episodes  lead  back  to  the 
original  subject,  and  at  last  a  furious  outburst  indicates  the 
battle  and  defeat.  There  is  a  sudden  pause.  Penthesilea  is 
slain.  The  rejoicing  of  the  conqueror  turns  to  lament,  and  a 
funeral  march  closes  the  overture. 
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Overture,  Prometheus  Bound.  Op.  88 

The  overture,  “  Prometheus  Bound,”  is  one  of  Goldmark’s 
mature  works  and  one  of  the  strongest  and  most  dramatic  of 
concert  overtures.  It  is  based  upon  the  familiar  myth,  from 
the  iEschylus  trilogy,  of  Prometheus’  successful  resistance  to 
the  purpose  of  Zeus  to  destroy  the  human  race,  his  theft  of 
the  fire,  and  his  chaining  to  the  Scythian  rock  as  a  penalty.  The 
composer  has  left  no  program.  The  overture  opens  with  a 
theme  suggestive  of  the  mournful  loneliness  of  the  bound 
Prometheus.  It  is  followed  by  a  tender,  plaintive  strain,  which 
has  been  variously  interpreted,  leading  to  passages  indicating 
the  laments  of  the  sea  nymphs.  Offset  against  this  is  a  more 
vigorous  theme,  evidently  illustrating  Prometheus’  undaunted 
nature,  and  this  in  turn  is  succeeded  by  a  fortissimo  passage  in 
the  brasses,  which  clearly  defines  the  wrath  of  Zeus,  the  whole 
closing  with  broad,  rich  harmonies  in  keeping  with  the  subject. 


Overture,  Sappho.  Op. 

The  “  Sappho  ”  Overture  is  based  upon  the  old  legend  of  the 
Lesbian  poetess  and  pictures  her  love  for  Phaon,  which  induces 
her  to  plunge  into  the  sea  from  the  Leucadian  promontory,  but 
as  in  the  case  of  the  “  Prometheus  Bound  ”  Overture,  the  com¬ 
poser  has  left  no  program.  The  overture  is  opened  by  broad, 
majestic  harp  phrases  in  a  kind  of  march  rhythm.  They  serve 
to  introduce  a  beautiful  pastoral  melody  for  the  oboe,  the  Sap¬ 
pho  theme,  which  is  further  continued  by  the  flute.  As  it  comes 
to  a  close,  the  full  orchestra,  except  heavy  brasses  and  harps, 
announces  a  vigorous  and  very  dramatic  theme,  the  first,  theme 
proper.  After  elaboration  it  takes  on  a  more  melodic  character 
as  this  section  reaches  a  climax.  The  music  now  is  more  tragic 
in  its  nature  and  leads  to  a  return  of  the  Sappho  theme  in  the 
oboe  and  horns.  It  is  then  taken  up  by  the  violins.  The  second 
theme  is  gradually  worked  up  to  a  strong  climax  and  subsides 
again  to  pianissimo,  accompanied  by  wood  winds  and  horns. 
The  solo  violin  announces  the  Sappho  theme  with  wood  wind 
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accompaniment,  and  after  a  second  climax  a  brilliant  Coda 
brings  the  overture  to  a  close. 


Overture,  In  Italy.  Op.  ^ 9 

The  overture  “  In  Italy,”  though  one  of  the  composer’s  later 
works,  is  not  one  of  his  strongest.  It  has  no  introduction,  but 
after  a  few  measures  in  bassoon,  kettledrums,  and  ’cellos,  the 
opening  brilliant  theme  is  given  out  by  the  wood  winds,  trum¬ 
pets,  and  violins,  and  is  then  developed  by  full  orchestra.  The 
solo  oboe  has  the  second  theme,  accompanied  by  bassoons, 
horns,  harp,  triangle,  and  tambourine  —  a  passage  full  of  local 
color  with  subsidiary  episodes  in  ’cellos  and  double  basses.  The 
theme  is  developed  at  considerable  length  and  brings  the  first 
part  of  the  overture  to  a  close.  An  episode  follows  with  a 
theme  for  oboe,  with  harp  and  muted  string  accompaniment, 
which  is  repeated  by  the  flute.  After  a  short  passage  the  first 
theme  reenters,  and  the  first  movement  is  recapitulated,  after 
which  the  overture  comes  to  a  spirited  and  melodious  close. 


Overture,  In  Spring  Time.  Op.  86 

This  overture  opens  without  introduction,  the  leading  theme 
given  out  by  the  first  violins  with  accompaniment  in  the  other 
strings.  After  development  a  second  theme  appears  in  the 
first  violins  with  suggestions  of  bird-calls  in  the  wood  winds, 
followed  by  a  figure  in  the  first  violins.  After  development  of 
this  material,  recapitulation  brings  back  both  themes  which  are 
more  fully  worked  up.  A  long  and  somewhat  complicated  Coda 
brings  the  overture  to  a  close,  with  suggestions  of  all  the  the¬ 
matic  material. 


GOUNOD 


1818-1893 


The  Redemption 


HE  Redemption,  a  Sacred  Trilogy,”  is  the  title  which 


1  Gounod  gave  to  this  work,  and  on  its  opening  page  he 
wrote:  “  The  work  of  my  life.”  It  was  first  heard  in  America 
in  the  winter  of  1883  -  1884  under  Theodore  Thomas’  direc¬ 
tion,  and  was  one  of  the  prominent  works  in  his  series  of 
festivals  in  the  latter  year. 

The  prologue  comprises  the  Mosaic  account  of  the  creation 
and  fall  of  man,  involving  the  necessity  of  divine  mediation,  the 
promise  of  redemption,  and  the  annunciation  of  the  mystery  of 
the  incarnation  of  the  Holy  Virgin.  After  a  brief  instrumental 
introduction,  descriptive  of  chaos,  the  tenor  narrator  announces 
the  completion  of  creation  in  recitative,  followed  by  a  similar 
declamation  from  the  bass  narrator  announcing  the  fall  of  man, 
the  tenor  narrator  answering  with  the  announcement  of  the 
Redeemer’s  advent  (“But  of  the  spotless  Lamb”). 

The  first  part  includes  the  march  to  Calvary,  which  is 
divided  into  six  separate  numbers,  yet  so  connected  as  to  make 
a  single  musical  series  —  the  crucifixion,  Mary  at  the  foot  of 
the  cross,  the  dying  thieves,  the  death  of  Jesus,  and  the 
confession  of  His  divinity  by  the  centurion.  It  opens  with 
the  story  of  the  condemnation  of  the  Man  of  Sorrows  by 
Pilate,  told  by  the  bass  narrator,  the  words  of  Jesus  Himself, 
however,  being  used  invariably  in  the  first  person,  and  sung- 
by  the  barytone  voice.  After  another  monologue  by  the  nar¬ 
rator,  ensues  the  march  to  the  cross  —  an  instrumental  num¬ 
ber  which  is  brilliant  in  its  color  effects  and  somewhat  barbaric 
in  tone.  Without  any  break,  the  sopranos  enter  with  the 
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words  (“  Forth  the  royal  Banners  go  ”),  set  to  a  melody  from 
the  Roman  Catholic  liturgy;  after  which  the  march  is  re¬ 
sumed.  The  bass  narrator  tells  the  story  of  the  women  who 
followed  lamenting,  interrupted  by  a  semi-chorus  of  sopranos 
singing  the  lament,  and  by  the  words  of  Jesus  (“Ye  Daughters 
of  Israel,  weep  not  for  Me”).  Again  the  march  is  heard, 
and  the  sopranos  resume  (“Forth  the  royal  Banners  go”). 
The  tenor  narrator  recites  the  preparation  for  the  cruci¬ 
fixion,  accompanied  by  descriptive  music  and  followed  by 
a  stormy  chorus  of  the  people  (“Ha!  Thou  that  didst 
declare”),  and  the  mocking  cries  of  the  priests  (“Can  He 
now  save  Himself?”),  sung  by  a  male  chorus.  In  a  pathetic 
monologue  Jesus  appeals  for  their  pardon,  which  leads  to 
an  elaborate  concerted  number  for  chorus  or  quartet,  called 
“  The  Reproaches.”  A  conversation  ensues  between  Jesus 
and  Mary,  followed  by  the  quartet  (“Beside  the  Cross 
remaining”),  in  canon  form,  preluding  the  chorale  (“While 
my  Watch  I  am  keeping”),  at  first  sung  by  Mary,  and  then 
taken  up  by  the  full  chorus,  accompanied  by  organ,  trom¬ 
bones,  and  trumpets.  The  next  scene  is  that  between  Jesus 
and  the  two  thieves,  which  also  leads  to  a  chorale  (“Lord 
Jesus,  Thou  to  all  bringest  Light  and  Salvation”).  This 
number  contains  the  last  touch  of  brightness  in  the  first  part. 
Immediately  the  bass  narrator  announces  the  approach  of 
the  awful  tragedy.  The  gathering  darkness  is  pictured  by 
a  vivid  passage  in  strings  and  clarinet,  succeeded  by  the 
agonizing  cries  of  the  Savior.  The  bass  narrator  declares 
the  consummation  of  the  tragedy,  and  then  with  the  tenor 
narrator  describes  the  throes  of  Nature  (“  And  then  the 
Air  was  filled  with  a  Murmur  unwonted”),  the  rending  of 
the  veil  of  the  Temple,  the  breaking  of  the  rocks,  the  earth¬ 
quake,  and  the  visions  of  the  saintly  apparitions.  The  last 
number  is  the  conviction  of  the  centurion,  followed  by  a  short 
chorale  (“For  us  the  Christ  is  made  a  Victim  availing”). 

The  second  part  opens  with  a  chorus  for  the  mystic  choir 
(“Savior  of  Men”,),  followed  by  a  short  pastoral  with  muted 
strings  and  leading  to  a  trio  for  the  three  women  (“  How 
shall  we  by  ourselves  have  Strength  to  roll  away  the  Stone?  ”). 
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Their  apprehensions  are  removed  by  the  tenor  narrator  and 
the  message  of  the  Angel  interwoven  with  the  harp  and 
conveyed  in  the  beautiful  aria  (“Why  seek  ye  the  Living 
among  the  Dead?”).  Jesus  at  last  reveals  Himself  to  the 
women  with  the  words  (“All  hail!  Blessed  are  ye  Women”), 
accompanied  by  the  typical  melody,  of  which  mention  has 
already  been  made.  The  three  women  disappear  on  the  way 
to  convey  His  message  to  the  disciples,  and  the  scene  changes 
to  the  Sanhedrim,  where,  in  a  tumultuous  and  agitated  chorus 
for  male  voices  (“Christ  is  risen  again”),  the  story  of  the 
empty  tomb  is  told  by  the  watchers.  The  bass  narrator  relates 
the  amazement  of  the  priests  and  elders,  and  their  plot  to 
bribe  the  guard,  leading  to  the  chorus  for  male  voices  (“  Say 
ye  that  in  the  Night  His  Disciples  have  come  and  stolen  Him 
away”),  at  the  close  of  which  ensues  a  full,  massive  chorus 
(“  Now,  behold  ye  the  Guard,  this,  your  sleep-vanquished 
Guard”),  closing  with  the  denunciation  in  unison  (“For 
Ages  on  your  Heads  shall  Contempt  be  outpoured”).  The 
tenor  and  bass  narrators  in  duet  tell  of  the  sorrow  of  the 
disciples,  which  prepares  the  way  for  a  lovely  trio  for  first 
and  second  soprano  and  alto  (“  The  Lord  He  has  risen 
again”).  The  next  number  is  one  of  the  most  effective  in 
the  whole  work  —  a  soprano  obligato  solo  (“From  Thy  love 
as  a  Father”),  accompanied  by  the  full  strength  of  chorus 
and  orchestra.  Then  follows  a  dialogue  between  the  Savior 
and  His  Apostles,  in  which  He  gives  them  their  mission  to 
the  world.  The  Finale  begins  with  a  massive  chorus  (“  Unfold, 
ye  Portals  everlasting”).  The  celestial  chorus  above,  accom¬ 
panied  by  harps  and  trumpets,  inquire  (“  But  who  is  He, 
the  King  of  Glory?”).  The  answer  comes  in  a  stately 
unison  by  the  terrestrial  chorus  (“  He  who  Death  over¬ 
came”).  Again  the  question  is  asked,  and  again  it  is  an¬ 
swered;  whereupon  the  two  choirs  are  massed  in  the  jubi¬ 
lant  chorus  (“Unfold!  for  lo  the  King  comes  nigh!”),  the 
full  orchestra  and  organ  sounding  the  Redemption  melody, 
and  the  whole  closing  with  a  fanfare  of  trumpets. 

The  third  part  opens  with  a  brief  chorus  (“  Lovely  appear 
over  the  Mountains”),  followed  by  a  soprano  solo,  the  only 
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distinct  number  of  that  kind  in  the  work,  set  to  the  words 
(“Over  the  barren  Wastes  shall  Flowers  have  Possession”), 
at  its  close  the  chorus  resuming  in  unison  (“Lovely  appear 
over  the  Mountains”).  The  next  number  is  (“The  Apos¬ 
tles  in  Prayer”),  an  instrumental  sketch,  followed  by  the 
narrators  relating  the  descent  of  the  Holy  Spirit.  With¬ 
out  break  the  Apostles’  hymn  begins,  tenors  and  basses  in 
unison  (“The  Word  is  Flesh  become”),  leading  into  the 
quartet  of  solo  voices  (“By  Faith  Salvation  comes,  and  by 
Peace,  Consolation”).  The  chorus  responds  antiphonallv, 
and  again  the  solo  voices  are  heard  in  a  lovely  quartet  (“  He 
has  said  to  all  the  Unhappy”),  followed  by  a  small  choir 
of  thirty  voices  (“Blessed  are  the  Poor  in  Spirit”),  at  the 
end  of  which  all  the  voices  are  massed  on  the  Apostles’  hymn, 
which  closes  in  fugal  form  on  the  words  (“  He,  like  the 
Holy  Ghost,  is  one  with  the  Father,  an  everlasting  Trinity  ”), 
the  whole  ending  in  massive  chords. 


Mors  et  Vita 

The  oratorio  “Mors  et  Vita”  (“Death  and  Life”)  is  the 
continuation  of  “  The  Redemption,”  and  was  first  performed 
at  the  Birmingham  Festival,  August  26,  1885.  It  is  divided 
into  a  prologue  and  three  parts. 

The  prologue,  which  is  sustained  by  the  chorus  and  bary¬ 
tone  solo,  declares  the  terrors  of  death  and  the  judgment. 
The  chorus  intones  the  words  (“  It  is  a  fearful  thing  to 
fall  into  the  Hands  of  the  living  God”),  and  in  this  phrase 
is  heard  the  chief  motive,  heavily  accented  by  the  percussion 
instruments  —  the  motive  which  typifies  death  both  of  the 
body  and  of  the  unredeemed  soul.  Immediately  after  follows 
the  barytone  voice,  that  of  Jesus,  in  the  familiar  words  (“I 
am  the  Resurrection  and  the  Life”,).  The  chorus  repeats 
the  declaration,  and  a  Requiem  Mass  then  begins,  divided 
into  various  sections,  of  which  the  “  Dies  Irse  ”  is  the  most 
important;  this  in  turn  subdivided  in  the  conventional  form. 
After  an  Adagio  prelude  and  the  intonation  of  the  “  Requiem 
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aeternam,”  an  interpolated  text  occurs  (“From  the  Morn¬ 
ing  Watch  till  the  Evening”),  set  as  a  double  chorus  without 
accompaniment.  It  leads  directly  to  the  “  Dies  Irae,”  in 
which  the  death  motive  already  referred  to  frequently  occurs. 
It  is  laid  out  in  duets,  quartets,  and  arias,  with  and  with¬ 
out  chorus,  very  much  in  the  same  tempo  and  of  the  same 
character  of  melody.  The  verse  (“Ah!  what  shall  we  then 
be  pleading?”)  for  quartet  and  chorus  is  remarkable  for 
its  attractive  melody.  It  is  followed  by  a  soprano  solo  and 
chorus  of  a  reflective  character  (“  Happy  are  we,  with  such  a 
Savior”).  The  hymn  is  then  resumed  with  the  verse  (“  Faint 
and  worn,  Thou  yet  hast  sought  us  ”),  for  duet  and  chorus, 
which  is  of  the  same  general  character.  The  next  verse 
(“Lord,  for  Anguish  hear  us  moaning”),  for  quartet  and 
chorus,  is  elaborate  in  its  construction,  particularly  as  com¬ 
pared  with  that  immediately  following  (“With  the  Faithful 
deign  to  i^lace  us”),  a  tenor  solo  of  a  quaint  and  pastoral 
character.  The  next  number  for  chorus  (“While  the  Wicked 
are  confounded  ”)  affords  still  another  striking  contrast,  being 
in  the  grandiose  dramatic  style  closing  with  phrases  for  the 
solo  voices  expressive  of  submission  and  contrition.  Up  to 
this  point  the  “  Dies  Irae  ”  has  been  monotonous  in  its  same¬ 
ness  of  general  style;  but  the  next  verse  (“Day  of  Weeping, 
Day  of  Mourning”)  is  a  beautiful  and  thoroughly  original 
number  of  striking  effect.  It  leads  directly  to  the  offertory 
(“  O  Lord  Jesus  Christ,  King  of  Glory”),  which  is  com¬ 
posed  of  a  chorus  for  eight  parts,  a  soprano  solo  (“  But, 
Lord,  do  Thou  bring  them  evermore”),  a  chorus  (“Which 
once  to  Abraham”),  and  a  second  chorus  (“Sacrifice  of 
Prayer  and  Praise”).  The  soprano  solo  is  a  delightful 
melody,  sung  to  a  delicate  accompaniment  in  the  strings,  with 
occasional  chords  in  harp,  and  based  upon  the  beautiful  sec¬ 
ond  typical  motive,  which  the  composer  styles  (“  The  Motive 
of  Happiness”,).  The  chorus  (“Which  once  to  Abraham”) 
is  set  in  fugue  form,  the  conventional  style  among  composers 
with  this  number.  The  next  number  is  the  “  Sanctus  ” — a 
beautiful  tenor  aria,  followed  by  the  quartet  (“  Mighty 
Savior,  Jesus  blest”),  which  is  deeply  religious  in  character; 
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the  lovely  soprano  solo  and  chorus  (“Agnus  Dei”);  and  the 
chorus  (“Lord,  forever  let  Light  eternal”).  The  first  part 
is  rounded  off  with  an  epilogue,  an  interlude  for  full  orches¬ 
tra  and  organ,  based  upon  the  first  and  second  typical  melo¬ 
dies. 

The  second  part  opens  with  a  well-sustained,  gentle  adagio 
movement,  entitled  (“  The  Sleep  of  the  Dead  ”),  which  at 
times  is  somewhat  harshly  interrupted  by  the  third  typical 
melody,  announcing  the  awakening  of  the  dead  at  the  terri¬ 
fying  call  of  the  angelic  trumpets.  This  is  specially  notice¬ 
able  in  that  part  of  the  prelude  called  (“  The  Trumpet  of 
the  Last  Judgment  ”),  in  which  the  trombones,  trumpets, 
and  tubas  are  employed  with  extraordinary  effect.  Still  a 
third  phrase  of  the  prelude  occurs  (“The  Resurrection  of  the 
Dead”),  which  is  smooth  and  flowing  in  its  style,  and  pecu¬ 
liarly  rich  in  harmony.  A  brief  recitative  by  barytone  (“  But 
when  the  Son  of  Man  ”)  intervenes,  immediately  followed  by 
another  instrumental  number,  entitled  “Judex”  (“The 
Judge”)  —  one  of  the  most  effective  pieces  of  orchestration 
in  the  oratorio,  given  out  by  the  strings  in  unison.  It  pre¬ 
ludes  a  short  chorus  (“Sitting  upon  the  Throne”),  the  previ¬ 
ous  melody  still  continuing  in  the  orchestra.  “  The  Judgment 
of  the  Elect  ”  follows,  pronounced  by  the  barytone  voice  in 
recitative,  and  leading  directly  to  the  soprano  solo  (“  The 
Righteous  shall  enter  into  Glory  eternal”) — the  most  exqui¬ 
site  solo  number  in  the  work  —  followed  by  an  effective  cho¬ 
rale  (“In  Remembrance  everlasting”).  Then  follows  “The 
Judgment  of  the  Rejected,”  consisting  of  barytone  solos  and 
chorus,  closing  the  second  part. 

The  third  part  is  bright,  jubilant  and  exultant  throughout. 
The  title  of  the  prelude  is  (“New  Heaven,  New  Earth”). 
The  barytone  intones  the  recitative  (“And  I  saw  the  New 
Heaven”),  which  is  followed  by  another  delightful  sketch  for 
the  orchestra  (“Celestial  Jerusalem”) — a  most  vivid  and 
graphic  picture  of  the  subject  it  describes.  The  remaining 
prominent  numbers  are  the  “  Sanctus  ”  chorus,  the  celestial 
chorus  (“I  am  Alpha  and  Omega”),  and  the  final  chorus 
(“Hosanna  in  Excelsis”),  which  closes  this  remarkable  work. 
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Saltarello 

Gounod’s  brilliant  “  Saltarello/’  one  of  the  most  prominent 
examples  of  this  characteristic  Italian  dance  form,  was  first 
heard  in  London  in  1871.  It  is  scored  for  very  full  orches¬ 
tra,  including  fife,  four  horns,  tuba,  grossecaisse,  cymbals,  tri¬ 
angles,  tambourine  and  strings.  It  opens  with  a  sparkling 
introduction  which  leads  up  to  the  principal  theme,  kept  up 
with  great  vigor  and  with  various  changes  of  key,  until  modula¬ 
tions  take  place  into  the  key  of  F  major,  and  a  new  theme. 
After  this  is  developed,  the  work  comes  back  to  the  original 
key  and  subject,  and  the  Saltarello  closes  in  brilliant  fashion. 


Funeral  March  of  a  Marionette 

The  “Funeral  March  of  a  Marionette,”  slight  as  it  is,  has 
never  lost  its  charm.  It  was  originally  written  as  one  of  the 
movements  of  a  Suite  Burlesque,  which  was  never  completed. 
The  music  in  the  beginning  is  supposed  to  tell  the  listener 
that  two  of  the  members  of  the  Marionette  troupe  have  had  a 
duel  and  one  of  them  has  been  killed.  A  party  of  pallbearers 
is  organized  and  the  procession  sets  out  for  the  cemetery  in 
march  time.  The  music  soon  takes  on  a  more  cheerful  spirit, 
for  some  of  the  troupe,  wearied  with  the  march,  seek  consola¬ 
tion  at  a  wayside  inn,  where  they  refresh  themselves  and  also 
descant  upon  the  many  virtues  of  their  late  companion.  At 
last  they  get  into  place  again  and  the  procession  enters  the 
cemetery  to  the  march  rhythm  —  the  whole  closing  with  the 
bars  intended  to  reflect  upon  the  briefness  and  weariness  of 
life,  even  for  marionettes. 
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Suite,  Peer  Gynt,  No.  1.  Op.  J^6 

THE  incidental  music  composed  by  Grieg  for  Ibsen’s  well- 
known  drama,  “Peer  Gynt,”  written  in  1867,  was  first 
published  as  a  piano  duet,  but  was  afterwards  made  into 
two  suites,  the  selections  having  been  chosen  by  the  com¬ 
poser  himself.  The  story  of  Peer  Gynt,  his  capricious,  fan¬ 
tastic  humor  and  bombastic  arrogance,  his  abduction  of  the 
rustic  bride  Solweig  and  desertion  of  her,  his  love  adventures 
in  the  halls  of  the  mountain  king  and  his  ejection'  from  them, 
his  return  home  and  the  lonely  death  of  his  mother,  Aase, 
his  further  adventures  in  the  desert  with  the  Bedouin  girl 
Amitra,  and  the  sad  plight  of  the  pseudo-prophet,  his  return, 
old  and  poor,  to  Solweig,  in  whose  arms  he  dies  —  all  the 
events  of  the  familiar  drama,  indeed,  are  well  known. 

The  first  suite  comprises  four  movements:  1.  Morning 
Mood.  2.  Death  of  Aase.  3.  Amitra’s  Dance.  4.  In  the 
Hall  of  the  Mountain  King.  The  first  and  fourth  movements 
are  written  for  full  orchestra,  but  the  second  and  third  are 
scored  without  wind  instruments.  The  first  movement  evi¬ 
dently  typifies  the  awakening  of  day  among  the  mountains 
and  the  revery  of  Peer  Gynt,  who  in  his  sublime  silliness 
fancies  he  is  monarch  of  all  he  surveys.  It  is  of  a  bright  and 
cheery  character,  consisting  of  the  free  elaboration  of  a 
single  pastoral  theme,  with  which  is  interwoven  a  cantabile 
theme  in  the  ’cellos.  The  second  movement  is  an  elegy,  or, 
practically,  a  funeral  march,  describing  the  solitary  death 
of  Aase  on  the  mountain  side.  It  is  made  up  of  gloomy  yet 
haunting  harmonization,  and  the  reiteration  of  its  phrases 
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is  a  fitting  expression  of  the  monotony  of  grief.  The  third 
movement  gives  the  agility,  grace,  and  suppleness  of  Amitra 
in  the  dance.  It  is  in  mazurka  time.  The  ’cello  has  an  inde¬ 
pendent  melody  running  through  the  movement,  and  the  use 
of  the  triangle  with  the  string  instruments  gives  it  an  Ori¬ 
ental  effect  of  color.  The  last  movement  represents  the 
episode  of  Peer  Gynt’s  visit  to  the  cavern  of  the  gnomes  and 
their  grotesque  incantations  and  dances.  It  is  constructed 
upon  a  single  motive,  begun  in  the  bassoons  and  gradually 
extended  in  full  orchestra.  The  entire  movement,  with  the 
exception  of  the  first  few  bars,  is  a  repetition  of  a  four-measure 
phrase  from  pianissimo  to  fortissimo,  continually  increasing 
in  intensity. 

Old  Norwegian  Romance  with  Variations.  Op.  51 

The  composition  entitled  above  was  originally  written  for 
two  pianos  and  subsequently  scored  for  orchestra  by  the 
composer.  The  introduction  opens  quietly,  and  at  last  pre¬ 
sents  the  theme  in  the  strings,  which  is  subsequently  varied  — 
a  quaint,  simple,  little  Norwegian  song.  The  variations  are 
thirteen  in  number,  and  are  so  clearly  worked  out  and  so 
symmetrical  in  construction  that  they  easily  make  their  appeal 
and  do  not  call  for  explanation.  The  final  variation  is  the 
most  elaborate.  It  begins  with  an  Adagio  molto  expressivo, 
the  strings  divided  into  nine  parts  and  opens  in  the  violas, 
’cellos,  double  basses  thus  divided  and  the  bassoon.  It  leads 
to  a  Finale,  opening  with  a  theme  in  the  strings,  wood  winds, 
and  horns  worked  up  in  a  crescendo.  The  main  theme  of  the 
movement  is  then  repeated  and  ends  in  a  tremendous  climax. 
The  liveliest  of  Codas  founded  on  this  theme,  and  .the  theme 
itself  recurring  in  the  muted  strings  and  wood  winds,  close 
the  work. 


Two  Northern  Melodies.  Op.  63 

The  “  Two  Northern  Melodies,”  written  for  string  orches¬ 
tra,  is  one  of  Grieg’s  minor  compositions,  but  is  characterized 
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by  charming  melodiousness  and  graceful  construction,  as  well 
as  by  unmistakable  local  color.  The  first  part,  “  Im  Volks- 
ton,”  is  a  slow  movement,  based  upon  a  folk  song,  as  its  name 
indicates.  After  a  few  introductory  measures  the  ’cellos  take 
the  melody,  accompanied  in  the  remaining  strings.  The  theme 
is  then  developed  in  the  violins,  and  the  movement  comes  to 
a  close  with  the  theme  given  out  fortissimo  by  all  the  strings, 
and  a  brief  Coda.  The  second  movement  is  extremely  simple 
in  form  but  is  delightful  in  treatment.  It  opens  with  a  slow, 
introductory  melody,  “  Kuhreigen  ”  (“  The  Cowherds’  Tune  ”), 
worked  up  in  all  the  strings,  and  closes  with  the  “  Bauern- 
tanz”  (“Peasants’  Dance”),  the  melody  of  which  is  fasci¬ 
nating.  The  piece  is  a  dainty  bit,  reflecting  aspects  of 
Norwegian  life. 


HADLEY 


1871  - 

Symphony  No.  2  in  F  Minor  (The  Four  Seasons) 

1.  Modekato  maestoso.  3.  Andante. 

2.  Allegretto  con  moto.  4.  Andante  con  moto. 

MR.  HADLEY’S  Second  Symphony,  descriptive  of  the 
four  seasons,  though  laid  out  in  the  formal  symphonic 
movements,  is  rather  a  symphonic  poem  in  sections  than  a 
symphony.  The  first  movement  (Winter)  begins  with  a  theme 
stated  by  the  ’cellos,  basses,  bassoons  and  brasses  with  a 
counter  melody  in  the  violins  and  wood  winds.  After  devel¬ 
opment,  the  second  theme  appears  in  the  horns,  with  a  synco¬ 
pated  passage  for  violins.  After  development  and  recapitula¬ 
tion,  the  movement  closes. 

The  second  movement  (Spring)  is  monopolized  by  the  flute 
theme  given  out  at  once  with  accompaniment  of  wood  winds 
and  strings.  An  intermezzo  based  upon  this  theme  is  played 
by  the  horns,  accompanied  by  strings  and  wood  winds,  after 
which  the  opening  theme  returns  and  closes  the  movement. 

The  third  movement  (Summer)  as  stated  by  the  composer 
in  his  program  notes  describes  “  a  midnight  scene  on  a  lake 
surrounded  by  mountains.”  Mr.  Hadley’s  description  of  this 
movement  as  well  as  the  fourth  is  appended  in  condensed 
form: 

“  The  opening  chords  (horns  and  trumpets.)  are  treated  as  a  motive, 
and  designed  to  awaken  a  feeling  of  mystery.  A  fragment  of  an 
Indian  Love  Song  is  then  heard  from  the  flute  answered  by  the  oboe. 
The  opening  chords  are  heard  again,  this  time  from  the  wood  winds, 
and  are  followed  by  the  same  fragment  of  the  Love  Song.  The  violins 


HADLEY 


189 


then  take  up  an  undulating  passage,  followed  by  some  vague  harmo¬ 
nies,  and  thus  usher  in  the  principal  subject  —  the  Night  Motive  — 
in  the  horn  part.  With  the  promulgation  of  this  theme  fortissimo  by 
the  full  orchestra  the  majesty  and  glory  of  a  perfect  night  are  sought 
to  be  suggested.  The  trombones  and  trumpets  build  up  a  sonorous 
background  (Night  Motive).  A  gradual  diminuendo  brings  calm  and 
peace.  The  plaintive  Indian  Love  Song  follows.  Strains,  suggesting 
the  revels  at  an  Indian  camp,  interrupt  the  Love  Song;  the  music 
works  up  to  frenetic  utterance,  and  then  comes  the  Coda,  combining 
the  Night  Motive  and  the  Love  Song.  Toward  the  close  the  Mystery 
chords  sound  again  in  the  wood  winds,  followed  by  harmonies  in  the 
strings  divisi.” 

The  Finale,  “  Autumn,”  opens  with  a  figure  in  staccato 
notes,  divided  into  four  parts  throughout  for  the  violins. 
The  incessant  reiteration  of  these  little  notes  suggests  the 
falling  of  leaves  in  a  forest.  Underneath  the  dropping  notes 
is  heard  a  melancholy  theme  which  the  composer  conceives 
as  a  symbol  of  destiny.  It  is  first  intoned  by  the  ’celli, 
violas,  bassoon  and  horn.  The  melancholy  mood  remains 
despite  the  introduction  of  instrumental  voices  for  color 
effects.  As  this  first  part  gradually  dies  away  hunting  music 
sounds  nearer  and  nearer.  It  waxes  merry,  and  by  a  sudden 
crescendo  reaches  three  staccato  chords  (the  Death)  from 
the  full  orchestra.  Then  the  original  Andante  is  resumed. 
Just  before  the  Coda  three  measures  of  the  Hunt  theme  are 
heard  and  the  movement  ends  with  the  Death  of  the  Leaves 
and  the  Destiny  motive. 


HANDEL 


1685-1759 
Israel  in  Egypt 

“TSRAEL  IN  EGYPT,”  the  fifth  of  the  nineteen  oratorios 
A  which  Handel  composed  in  England,  was  written  in 
1738,  the  composition  of  the  whole  of  this  colossal  work  occu¬ 
pying  but  twenty-seven  days.  It  was  first  performed  April 
4,  1739,  at  the  King’s  Theater,  of  which  Handel  was  then 
manager.  It  is  essentially  a  choral  oratorio.  It  comprises 
no  less  than  twenty-eight  massive  double  choruses,  linked 
together  by  a  few  bars  of  recitative,  with  five  arias  and  three 
duets  interspersed  among  them.  Unlike  Handel’s  other  ora¬ 
torios,  there  is  no  overture  or  even  prelude  to  the  work.  Six 
bars  of  recitative  for  tenor  (“Now  there  arose  a  new  King 
over  Egypt  which  knew  not  Joseph”)  suffice  to  introduce  it, 
and  lead  directly  to  the  first  double  chorus  (“  And  the  Chil¬ 
dren  of  Israel  sighed”),  the  theme  of  which  is  first  given 
out  by  the  altos  of  one  choir  with  impressive  pathos.  The 
chorus  works  up  to  a  climax  of  great  force  on  the  phrase 
(“And  their  Cry  came  up  unto  God”),  the  two  choruses  de¬ 
veloping  with  consummate  power  the  two  principal  subjects 
—  first,  the  cry  for  relief,  and  second,  the  burden  of  oppres¬ 
sion;  and  closing  with  the  phrase  above  mentioned,  upon 
which  they  unite  in  simple  but  majestic  harmony.  Then 
follow  eight  more  bars  of  recitative  for  tenor,  and  the  long 
series  of  descriptive  choruses  begins,  in  which  Handel  employs 
the  imitative  power  of  music  in  the  boldest  manner.  The 
first  is  the  plague  of  the  water  turned  to  blood  (“  They 
loathed  to  drink  of  the  River”) — a  single  chorus  in  fugue 
form,  based  upon  a  theme  which  is  closely  suggestive  of  the 
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sickening  sensations  of  the  Egyptians,  and  increases  in  loath¬ 
someness  to  the  close,  as  the  theme  is  variously  treated.  The 
next  number  is  an  aria  for  mezzo  soprano  voice  (“  Their 
Land  brought  forth  Frogs”),  the  air  itself  serious  and  digni¬ 
fied,  but  the  accompaniment  imitative  throughout  of  the  hop¬ 
ping  of  these  animals.  It  is  followed  by  the  plague  of 
insects,  whose  afflictions  are  described  by  the  double  chorus. 
The  tenors  and  basses  in  powerful  unison  declare  (“  He 
spake  the  word”),  and  the  reply  comes  at  once  from  the 
sopranos  and  altos  (“And  there  came  all  manner  of  flies”), 
set  to  a  shrill,  buzzing,  whirring  accompaniment,  which 
increases  in  volume  and  energy  as  the  locusts  appear,  but 
bound  together  solidly  with  the  phrase  of  the  tenors  and  basses 
frequently  repeated,  and  presenting  a  sonorous  background 
to  this  fancy  of  the  composer  in  insect  imitation.  From  this 
remarkable  chorus  we  pass  to  another  still  more  remarkable, 
the  familiar  “  Hailstone  Chorus  ”  (“  He  gave  them  Hailstones 
for  Rain”),  which,  like  the  former,  is  closely  imitative. 
Before  the  two  choirs  begin,  the  orchestra  prepares  the  way 
for  the  on-coming  storm.  Drop  by  drop,  spattering,  dashing, 
and  at  last  crashing,  comes  the  storm,  the  gathering  gloom 
rent  with  the  lightning,  the  “  fire  that  ran  along  upon  the 
ground.”  But  the  storm  passes,  the  gloom  deepens,  and  we  are 
lost  in  that  vague,  uncertain  combination  of  tones  where  voices 
and  instruments  seem  to  be  groping  about,  comprised  in  the 
marvelously  expressive  chorus  (“  He  sent  a  thick  Darkness 
over  all  the  Land”).  From  the  oppression  of  this  choral 
gloom  we  emerge,  only  to  encounter  a  chorus  of  savage,  unre¬ 
lenting  retribution  (“  He  smote  all  the  First-born  of  Egypt  ”). 
After  this  savage  mission  is  accomplished,  we  come  to  a  chorus 
in  pastoral  style  (“  But  as  for  His  people,  He  led  them  forth 
like  Sheep”),  slow,  tender,  serene,  and  lovely  in  its  move¬ 
ment.  The  following  chorus  (“Egypt  was  glad”),  usually 
omitted  in  performance,  is  a  fugue,  both  strange  and  intricate. 
The  next  two  numbers  are  really  one.  The  two  choruses 
intone  the  words  (“  He  rebuked  the  Red  Sea”),  in  a  majestic 
manner,  accompanied  by  a  few  massive  chords,  and  then 
pass  to  the  glorious  march  of  the  Israelites  (“  He  led  them 
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through  the  deep”) — an  elaborate  and  complicated  number, 
but  strong,  forcible,  and  harmonious  throughout,  and  held 
together  by  the  stately  opening  theme  with  which  the  basses 
ascend.  It  is  succeeded  by  another  graphic  chorus  (“  But 
the  Waters  overwhelmed  their  Enemies  ”),  in  which  the  roll 
and  dash  of  the  billows  closing  over  Pharaoh’s  hosts  are 
closely  imitated  by  the  instruments,  and  through  which  in 
the  close  is  heard  the  victorious  shout  of  the  Israelites 
(“  There  was  not  one  of  them  left”).  Two  more  short  cho¬ 
ruses —  the  first  (“And  Israel  saw  that  great  work’))  and 
its  continuation  (“And  believed  the  Lord  ”),  written  in  church 
style,  close  this  extraordinary  chain  of  choral  pictures. 

The  second  part,  “  The  Song  of  Moses,”  opens  with  a  brief 
but  forcible  orchestral  prelude,  leading  directly  to  the  decla¬ 
ration  by  the  chorus  (“  Moses  and  the  Children  of  Israel 
sang  this  Song”),  which,  taken  together  with  the  instrumental 
prelude,  serves  as  a  stately  introduction  to  the  stupendous 
fugued  chorus  which  follows  (“  I  will  sing  unto  the  Lord, 
for  He  hath  triumphed  gloriously;  the  Horse  and  his  Rider 
hath  He  thrown  into  the  Sea”).  It  is  followed  by  a  duet 
for  two  sopranos  (“  The  Lord  is  my  Strength  and  my  Song”) 
in  the  minor  key  —  an  intricate  but  melodious  number,  usually 
omitted.  Once  more  the  chorus  resumes  with  a  brief  announce¬ 
ment  (“He  is  my  God”),  followed  by  a  fugued  movement 
in  the  old  church  style  (“And  I  will  exalt  Him”).  Next 
follows  the  great  duet  for  two  basses  (“  The  Lord  is  a  Man 
of  War”) — a  piece  of  superb  declamatory  effect,  full  of 
vigor  and  stately  assertion.  The  triumphant  announcement 
in  its  closing  measures  (“  His  chosen  Captains  also  are 
drowned  in  the  Red  Sea”)  is  answered  by  a  brief  chorus 
(“The  Depths  have  covered  them”),  followed  by  four 
choruses  of  triumph — (“Thy  right  Hand,  O  Lord”),  an 
elaborate  and  brilliant  number;  (“And  in  the  greatness  of 
Thine  excellency”),  a  brief  but  powerful  bit;  (“  Thou  sendest 
forth  Thy  Wrath”);  and  the  single  chorus  (“And  with  the 
Blast  of  Thy  nostrils  ”),  in  the  last  two  of  which  Handel 
again  returns  to  the  imitative  style  with  wonderful  effect, 
especially  in  the  declaration  of  the  basses  (“  The  Floods 
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stood  upright  as  an  Heap,  and  the  Depths  were  congealed”). 
The  only  tenor  aria  in  the  oratorio  follows  these  choruses, 
a  bravura  song  (“The  Enemy  said,  ‘I  will  pursue’”),  and 
this  is  followed  by  the  only  soprano  aria  (“  Thou  didst  blow 
with  the  Wind”).  Two  short  double  choruses  (“Who  is 
like  unto  Thee,  O  Lord  ”)  and  (“  The  Earth  swallowed 
them  ”)  lead  to  the  duet  for  contralto  and  tenor  (“  Thou  in 
Thy  Mercy”),  which  is  in  the  minor,  and  very  pathetic  in 
character.  It  is  followed  by  the  massive  and  extremely 
difficult  chorus  (“The  People  shall  hear  and  be  afraid”). 
Once  more,  after  this  majestic  display,  comes  the  solo  voice, 
this  time  the  contralto,  in  a  simple,  lovely  song  (“  Thou 
shalt  bring  them  in”).  A  short  double  chorus  (“The  Lord 
shall  reign  for  ever  and  ever  ”),  a  few  bars  of  recitative 
referring  to  the  escape  of  Israel,  the  choral  outburst  once 
more  repeated,  and  then  the  solo  voice  declaring  (“Miriam 
the  prophetess  took  a  timbrel  in  her  hand,  and  all  the  women 
went  out  after  her  with  timbrels  and  with  dances ;  and  Miriam 
answered  them”),  lead  to  the  final  song  of  triumph  —  that 
grand,  jubilant,  overpowering  expression  of  victory  which, 
beginning  with  the  exultant  strain  of  Miriam  (“  Sing  ye  to 
the  Lord,  for  He  hath  triumphed  gloriously”,),  is  amplified 
by  voice  upon  voice  in  the  great  eight-part  choir,  and  by 
instrument  upon  instrument,  until  it  becomes  a  tempest  of 
harmony,  interwoven  with  the  triumph  of  Miriam’s  cry  and 
the  exultation  of  the  great  host  over  the  enemy’s  discom¬ 
fiture,  and  closing  with  the  combined  power  of  voices  and 
instruments  in  harmonious  accord  as  they  once  more  repeat 
Miriam’s  words  (“  The  Horse  and  his  Rider  hath  He  thrown 
into  the  Sea”). 


Saul 

The  oratorio  of  “Saul”  was  written  by  Handel  in  1738. 
The  story  closely  follows  the  Biblical  narrative  of  the  rela¬ 
tions  between  David  and  Saul.  The  overture  is  the  longest 
of  all  the  Handel  introductions.  It  is  in  four  movements, 
the  first  an  Allegro,  the  second  a  Largo,  in  which  the  organ 
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is  used  as  a  solo  instrument,  the  third  an  Allegro,  and  the 
fourth  a  Minuetto.  It  is  an  exceedingly  graceful  and  delicate 
prelude,  and  makes  a  fitting  introduction  to  the  dramatic 
story  which  follows.  The  characters  introduced  are  Saul, 
King  of  Israel;  Jonathan,  his  son;  Abner,  captain  of  the  host; 
David;  the  apparition  of  Samuel;  Doeg,  a  messenger;  an 
Amalekite;  Abiathar,  Merab,  and  Michal,  daughters  of  Saul; 
the  Witch  of  Endor;  and  the  Israelites. 

The  first  scene  opens  in  the  Israelitish  camp,  where  the 
people  join  in  a  Song  of  Triumph  over  Goliath  and  the 
Philistines.  It  is  made  up  of  a  chorus  (“  How  excellent  Thy 
Name,  O  Lord!”),  which  is  a  stirring  tribute  of  praise; 
an  aria  (“  An  Infant  raised  by  Thy  Command  ”),  describ¬ 
ing  the  meeting  of  David  and  Goliath;  a  trio,  in  which  the 
giant  is  pictured  as  the  “  monster  atheist,”  striding  along  to 
the  vigorous  and  expressive  music;  and  three  closing  choruses 
(“The  Youth  inspired  by  Thee”),  (“How  excellent  Thy 
Name”),  and  a  jubilant  (“Hallelujah”),  ending  in  plain 
but  massive  harmony. 

The  second  scene  is  in  Saul’s  tent.  Two  bars  of  recita¬ 
tive  prelude  an  aria  by  Michal,  Saul’s  daughter,  who  reveals 
her  love  for  David  (“  O  god-like  Youth!”).  Abner  pre¬ 
sents  David  to  Saul,  and  a  dialogue  ensues  between  them,  in 
which  the  conqueror  announces  his  origin,  and  Saul  pleads 
with  him  to  remain,  offering  the  hand  of  his  daughter  Merab 
as  an  inducement.  David,  whose  part  is  sung  by  a  contralto, 
replies  in  a  beautiful  aria,  in  which  he  attributes  his  success 
to  the  help  of  the  Lord  alone.  In  the  next  four  numbers 
the  friendship  of  Jonathan  and  David  is  cemented,  which 
is  followed  by  a  three-verse  hymn  (“While  yet  Thy  Tide  of 
Blood  runs  high  ”)  of  a  stately  character,  sung  by  the  High 
Priest.  In  a  few  bars  of  recitative  Saul  betroths  his*  daugh¬ 
ter  Merab  to  David ;  but  the  girl  replies  in  a  vigorous  aria 
(“My  Soul  rejects  the  Thought  with  Scorn”),  in  which  she 
declares  her  intention  of  frustrating  ■  the  scheme  to  unite  a 
plebeian  with  the  royal  line.  It  is  followed  by  a  plaintive 
but  vigorous  aria  (“See  with  what  a  scornful  Air”),  sung 
by  Michal,  who  again  gives  expression  to  her  love  for  David. 
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The  next  scene  is  entitled  “  Before  an  Israelitish  City/’  and 
is  prefaced  with  a  short  symphony  of  a  jubilant  character. 
A  brief  recitative  introduces  the  maidens  of  the  land  sing¬ 
ing  and  dancing  in  praise  of  the  victor,  leading  up  to  one  of 
Handel’s  finest  choruses  (“  Welcome,  welcome,  mighty 
King”) — a  fresh,  vigorous  semi-chorus  accompanied  by  the 
carillons,  in  which  Saul’s  jealousy  is  aroused  by  the  supe¬ 
riority  of  prowess  attributed  to  David.  It  is  followed  by  a 
furious  aria  (“  With  Rage  I  shall  burst,  his  Praises  to 
hear”).  Jonathan  laments  the  imprudence  of  the  women 
in  making  comparisons,  and  Michal  suggests  to  David  that 
it  is  an  old  malady  which  may  be  assuaged  by  music,  and  in 
an  aria  (“Fell  Rage  and  black  Despair”)  expresses  her 
belief  that  the  monarch  can  be  cured  by  David’s  “  persuasive 
lyre.”  The  next  scene  is  in  the  King’s  house.  David  sings 
an  aria  (“  O  Lord,  whose  Mercies  numberless  ”),  followed 
by  a  harp  solo;  but  it  is  in  vain.  Jonathan  is  in  despair,  and 
Saul,  in  an  aria  (“A  Serpent  in  my  Bosom  warmed”),  gives 
vent  to  his  fury  and  hurls  his  javelin  at  David.  The  latter 
escapes ;  and  in  furious  recitative  Saul  charges  his  son  to 
destroy  him.  The  next  number  is  an  aria  for  Merab  (“  Capri¬ 
cious  Man,  in  Humor  lost”),  lamenting  Saul’s  temper;  and 
Jonathan  follows  with  a  dramatic  recitative  and  aria,  in  which 
he  refuses  to  obey  his  father’s  behest.  The  High  Priest 
appeals  to  Heaven  (“O  Lord,  whose  Providence”)  to  pro¬ 
tect  David,  and  the  first  part  closes  with  a  powerful  chorus 
(“  Preserve  him  for  the  Glory  of  Thy  Name  ”). 

The  second  part  is  laid  in  the  palace,  and  opens  with  a 
powerfully  descriptive  chorus  (“  Envy,  eldest-born  of 
Hell!”).  In  a  noble  song  (“But  sooner  Jordan’s  Stream, 
I  swear”)  Jonathan  assures  David  he  will  never  injure  him. 
In  a  colloquy  between  them  David  is  informed  that  Saul  has 
bestowed  the  hand  of  the  haughty  Merab  on  Adriel,  and 
Jonathan  pleads  the  cause  of  the  lovely  Michal.  Saul 
approaches,  and  David  retires.  Saul  inquires  of  Jonathan 
whether  he  has  obeyed  his  commands,  and  in  a  simple,  sweet, 
and  flowing  melody  (“Sin  not,  O  King,  against  the  Youth”) 
he  seems  to  overcome  the  wrath  of  the  monarch,  who  dis- 
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sembles  and  welcomes  David,  bidding  him  to  repel  the  insults 
of  the  Philistines,  and  offering  him  his  daughter  Michal  as  a 
proof  of  his  sincerity.  In  the  second  scene  Michal  declares 
her  love  for  David,  and  they  join  in  a  rapturous  duet  (“  O 
fairest  of  ten  Thousand  fair”),  which  is  followed  by  a  chorus 
in  simple  harmony  (“Is  there  a  Man  who  all  his  Ways”). 
A  long  symphony  follows,  preparing  the  way  for  the  attempt 
on  David’s  life.  After  an  agitated  duet  with  Michal  (“  At 
Persecution  I  can  laugh”),  David  makes  his  escape  just  as 
Doeg,  the  messenger,  enters  with  instructions  to  bring  David 
to  the  King’s  chamber.  He  is  shown  the  image  in  David’s 
bed,  which  he  says  will  only  enrage  the  King  still  more. 
Michal  sings  an  exultant  aria  (“  No,  let  the  Guilty  tremble  ”), 
and  even  Merab,  won  over  by  David’s  qualities,  pleads  for 
him  in  a  beautiful  aria  (“Author  of  Peace”).  Another  sym¬ 
phony  intervenes,  preluding  the  celebration  of  the  feast  of 
the  new  moon  in  the  palace,  to  which  David  has  been  invited. 
Jonathan  again  interposes  with  an  effort  to  save  David’s 
life,  whereupon  Saul,  in  a  fresh  outburst  of  indignation,  hurls 
his  javelin  at  his  son,  and  the  chorus  bursts  out  in  horror 
(“Oh,  fatal  Consequence  of  Rage!”). 

The  third  part  opens  with  the  intensely  dramatic  scene 
with  the  Witch  of  Endor,  the  interview  being  preluded  by 
the  powerful  recitative  (“Wretch  that  I  am!”,).  The  sec¬ 
ond  scene  is  laid  in  the  Witch’s  abode,  where  the  incanta¬ 
tion  is  practised  that  brings  up  the  apparition  of  Samuel. 
This  scene  closes  with  an  elegy  foreboding  the  coming  trag¬ 
edy.  The  third  scene  opens  with  the  interview  between  David 
and  the  Amalekite  who  brings  the  tidings  of  the  death  of 
Saul  and  Jonathan.  It  is  followed  by  that  magnificent  dirge, 
the  “Dead  March,”  whose  simple  yet  solemn  and  ipajestic 
strains  are  familiar  to  every  one.  The  trumpets  and  trom¬ 
bones  with  their  sonorous  pomp  and  the  wailing  oboes  and 
clarinets  make  an  instrumental  pageant  which  is  the  very 
apotheosis  of  grief.  The  effect  of  the  march  is  all  the  more 
remarkable  when  it  is  considered  that,  in  contradistinction 
to  all  other  dirges,  it  is  written  in  the  major  key.  The  chorus 
(“Mourn,  Israel,  mourn  thy  Beauty  lost”),  and  the  three 
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arias  of  lament  sung  by  David,  which  follow,  are  all  charac¬ 
terized  by  feelings  of  the  deepest  gloom.  A  short  chorus 
(“  Eagles  were  not  so  swift  as  they  ”)  follows,  and  then 
David  gives  voice  to  his  lament  over  Jonathan  in  an  aria 
of  exquisite  tenderness  (“  In  sweetest  Harmony  they  lived”), 
at  the  close  of  which  he  joins  with  the  chorus  in  an  obligato 
of  sorrowful  grandeur  (“  Oh,  fatal  Day,  how  low  the  Mighty 
lie!  ”).  In  an  exultant  strain  Abner  bids  the  “men  of  Judah 
weep  no  more,”  and  the  animated  martial  chorus  (“  Gird  on 
thy  Sword,  thou  Man  of  Might  ”)  closes  this  great  dramatic 
oratorio. 


Samson 

The  oratorio  of  “Samson”  was  written  in  1741.  The  last 
chorus  was  dated  October  29;  but  in  the  following  year 
Handel  added  to  it  “Let  the  bright  Seraphim”  and  the 
chorus,  “  Let  their  celestial  Concerts.”  The  oratorio  was  first 
sung  at  Covent  Garden,  February  18,  1743. 

The  characters  introduced  are  Samson;  Micah,  his  friend; 
Manoah,  his  father;  Delilah,  his  wife;  Harapha,  a  giant  of 
Gath;  Israelitish  woman;  priests  of  Dagon;  virgins  attend¬ 
ant  upon  Delilah;  Israelites,  friends  of  Samson;  Israelitish 
virgins ;  and  Philistines.  After  a  brilliant  overture  the  scene 
.opens  before  the  prison  in  Gaza,  with  Samson  blind  and  in 
chains.  His  opening  recitative,  setting  forth  his  release  from 
toil  on  account  of  the  feast  to  Dagon,  introduces  a  brilliant 
and  effective  chorus  by  the  priests  with  trumpets  (“Awake 
the  Trumpet’s  lofty  Sound”),  after  which  a  Philistine  woman 
in  a  bright,  playful  melody  invites  the  men  of  Gaza  to  bring 
“  The  merry  Pipe  and  pleasing  String  ” ;  whereupon  the  trum¬ 
pet  chorus  is  repeated.  After  the  tenor  aria  (“  Loud  is  the 
Thunder’s  awful  Voice”),  the  chorus  recurs  again,  showing 
Handel’s  evident  partiality  for  it.  The  Philistine  woman 
has  another  solo  (“Then  free  from  Sorrow”),  whereupon 
in  a  pathetic  song  (“Torments,  alas!”)  Samson  bewails  his 
piteous  condition.  His  friend  Micah  appears,  and  in  the 
aria  (“  Oh,  Mirror  of  our  fickle  State  ”)  condoles  with  him. 
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In  answer  to  his  question,  “  Which  shall  we  first  bewail,  thy 
Bondage,  or  lost  Sight?  ”  Samson  replies  in  a  short,  but  exqui¬ 
sitely  tender  aria  (“Total  Eclipse:  no  Sun,  no  Moon,  all 
dark  amidst  the  Blaze  of  Noon”)  —  a  song  which  brought 
tears  to  the  eyes  of  the  blind  Handel  himself  when  he  lis¬ 
tened  to  it  long  afterwards.  The  next  chorus  (“  Oh,  first- 
created  Beam”)  is  of  more  than  ordinary  interest,  as  it  treats 
the  same  subject  which  Haydn  afterwards  used  in  “The 
Creation.”  It  begins  in  a  soft  and  quiet  manner,  in  ordinary 
time,  develops  into  a  strong  Allegro  on  the  words  (“  Let 
there  be  Light”),  and  closes  with  a  spirited  fugue  on  the 
words  (“To  Thy  dark  Servant  Life  by  Light  afford”).  A 
dialogue  follows  between  Manoah  and  Micah,  leading  up  to 
an  intricate  bravura  aria  for  bass  (“  Thy  glorious  Deeds 
inspired  my  Tongue”),  closing  with  an  exquisite  slow  move¬ 
ment  in  broad  contrast  to  its  first  part.  Though  comforted 
by  his  friends,  Samson  breaks  out  in  furious  denunciation 
of  his  enemies  in  the  powerfully  dramatic  aria  (“Why  does 
the  God  of  Israel  sleep?”).  It  is  followed  up  in  the  same 
spirit  by  the  chorus  (“Then  shall  they  know”) — a  fugue 
on  two  vigorous  subjects,  the  first  given  out  by  the  altos,  and 
the  second  by  the  tenors.  Samson’s  wrath  subsides  in  the 
recitative  (“My  genial  Spirits  droop”),  and  the  first  act 
closes  with  the  beautifully  constructed  chorus  (“  Then  round 
about  the  starry  Throne”),  in  which  his  friends  console  him 
with  the  joys  he  will  find  in  another  life. 

The  second  part,  after  a  brief  recitative,  opens  with  an 
aria  by  Manoah  (“Just  are  the  Ways  of  God  to  Man”),  in 
which  he  conjures  Samson  to  repose  his  trust  in  God.  It  is 
followed  by  the  beautiful  prayer  of  Micah  (“  Return,  return, 
O  God  of  Hosts”),  emphasized  by  the  chorus  to  which  it 
leads  (“To  dust  his  Glory  they  would  tread”),  with  which 
the  prayer  is  interwoven  in  obligato  form.  From  this  point, 
as  Delilah  appears,  the  music  is  full  of  bright  color,  and 
loses  its  sombre  tone.  In  a  short  recitative  she  excuses  her 
misdeed,  and  then  breaks  out  in  an  aria  of  sensuous  sweet¬ 
ness  (“With  plaintive  Notes  and  am’rous  Moan,  thus  coos 
the  Turtle  left  alone  ”).  Its  bewitching  grace,  however,  makes 
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little  impression  upon  Samson,  who  replies  with  the  aria 
(“  Your  Charms  to  Ruin  led  the  Way  ”).  In  another  enticing 
melody  (“My  Faith  and  Truth,  O  Samson,  prove”),  she 
seeks  to  induce  him  to  return  to  her  house,  and  a  chorus  of 
virgins  add  their  entreaties.  A  last  effort  is  made  in  the 
tasteful  and  elegant  aria  (“  To  fleeting  Pleasures  make  your 
Court”);  but  when  that  also  fails,  Delilah  reveals  her  true 
self.  Samson  rebukes  “  her  warbling  charms,”  her  “  trains 
and  wiles,”  and  counts  “  this  prison-house  the  house  of  lib¬ 
erty  to  thine  ” ;  whereupon  a  highly  characteristic  duet  ensues 
(“  Traitor  to  Love”).  An  aria  for  Micah  follows  (“  It  is  nor 
Virtue,  Valor,  Wit”),  leading  up  to  a  powerful  dissertation 
on  masculine  supremacy  in  a  fugued  chorus  which  is  treated 
in  a  spirited  manner.  The  giant  Harapha  now  appears,  and 
mocks  Samson  with  the  taunt  that  had  he  met  him  before  he 
was  blind,  he  would  have  left  him  dead  on  the  field  of  death, 
“  where  thou  wrought’st  Wonders  with  an  Ass’  Jaw.”  His 
first  number  (“Honor  and  Arms  scorn  such  a  Foe”,)  is  one 
of  the  most  spirited  and  dashing  bass  solos  ever  written. 
Samson  replies  with  the  majestic  aria  (“My  Strength  is 
from  the  living  God”).  The  two  solos  reach  their  climax 
in  the  energetic  duet  between  the  giants  (“Go,  baffled  Cow¬ 
ard,  go”).  Micah  then  suggests  to  Harapha  that  he  shall 
call  upon  Dagon  to  dissolve  “  those  magic  Spells  that  gave 
our  Hero  Strength,”  as  a  test  of  his  power.  The  recitative 
is  followed  by  an  impressive  six-part  chorus  (“Hear,  Jacob’s 
God  ”)  in  the  true  church  style.  Its  smooth,  quiet  flow  of 
harmony  is  refreshing  as  compared  with  the  tumult  of  the 
giants’  music  which  precedes,  and  the  sensuousness  of  the 
chorus  (“  To  Song  and  Dance  we  give  the  Day”)  which  fol¬ 
lows  it.  The  act  closes  with  the  massive  double  chorus 
(“Fixed  in  His  everlasting  Seat”)  in  which  the  Israelites 
and  Philistines  celebrate  the  attributes  of  their  respective 
deities  and  invoke  their  protection,  and  in  which  also  the 
composer  brings  out  with  overwhelming  effect  the  majesty 
and  grandeur  of  God  as  compared  with  the  nothingness  of 
Dagon. 

The  third  part  opens  with  a  dialogue  in  which  Harapha 
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brings  the  message  to  Samson  that  he  must  repair  to  the  feast 
of  Dagon  to  delight  the  Philistines  with  some  of  his  feats  of 
strength.  Upon  Samson’s  refusal,  Harapha  sings  the  threat¬ 
ening  aria  (“Presuming  Slave!”).  The  Israelities  invoke 
the  protection  of  God  in  the  spirited  chorus  (“With  Thunder 
armed”),  closing  with  a  prayer  which  changes  to  wild  and 
supplicating  entreaty.  Samson  at  last  yields  in  a  tender, 
pathetic  aria  (“Thus  when  the  Sun”),  which  seems  to  antici¬ 
pate  his  fate.  In  a  song  of  solemn  parting  (“  The  Holy 
One  of  Israel  he  thy  Guide”),  accompanied  by  the  chorus 
(“To  Fame  immortal  go”),  his  friends  bid  him  farewell. 
The  festivities  begin,  and  in  an  exultant  chorus  (“Great 
Dagon  has  subdued  our  Foe”)  the  Philistines  are  heard 
exulting  over  Samson’s  discomfiture.  Micah  and  Manoah, 
hearing  the  sounds,  are  filled  with  anxiety,  and  the  latter 
expresses  his  solicitude  in  the  tender  aria  (“  How  willing 
my  paternal  Love”).  But  the  scene  suddenly  changes.  In  a 
short,  crashing  presto  the  coming  destruction  is  anticipated. 
The  trembling  Israelites  express  their  alarm  in  the  chorus 
(“Hear  us,  our  God”),  and  appeal  to  Heaven  for  protection. 
A  messenger  rushes  upon  the  scene  and  announces  that  Sam¬ 
son  is  dead  and  has  involved  the  destruction  of  his  enemies 
in  the  general  calamity.  Micah  gives  expression  to  his  grief 
in  the  touching  aria  (“Ye  sons  of  Israel,  now  lament”)', 
followed  by  the  Israelites  in  a  sorrowful  wail  (“Weep,  Israel, 
weep”).  A  funeral  march,  in  the  major  key,  intervenes, 
full  of  tender  expression  of  sorrow  —  for  which,  after  the 
first  two  representations,  Handel  substituted  the  Dead  March 
from  “  Saul,”  and  both  marches  are  now  printed  in  the 
scores  for  general  use.  As  at  first  written,  the  oratorio  closed 
with  the  effective  chorus  and  solo  (“  Bring  the  Laurels  ”)  ; 
but  a  year  afterwards  Handel  made  a  different  ending.  Man¬ 
oah  calls  upon  the  people  to  cease  their  lamentations,  and 
the  funeral  pageant  is  followed  by  the  magnificent  trumpet 
aria  (“Let  the  bright  seraphim”) — a  song  worthy  only  of 
the  greatest  artists,  characterized  by  joyousness,  brilliancy 
and  lofty  inspiration,  both  with  voice  and  instrument  —  and 
the  equally  magnificent  chorus  (“  Let  their  celestial  Con- 
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certs”),  which  closes  the  great  oratorio  with  triumphant 
exultation. 


The  Messiah 

“  The  Messiah  ”  represents  the  ripened  product  of  Han¬ 
del’s  genius,  and  reflects  the  noblest  aspirations  and  most 
exalted  devotion  of  mankind.  Among  all  his  oratorios  it 
retains  its  original  freshness,  vigor,  and  beauty  in  the  high¬ 
est  degree,  in  that  it  appeals  to  the  loftiest  sentiment  and  to 
universal  religious  devotion,  and  is  based  upon  the  most 
harmonious,  symmetrical,  and  enduring  forms  of  the  art.  It 
was  begun  on  the  twenty-second  day  of  August,  1741,  and 
finished  on  the  following  September  14.  The  text  was  taken 
from  the  literal  words  of  Scripture,  and  the  libretto  arranged 
by  Charles  Jennens. 

The  oratorio  is  divided  into  three  parts.  The  first  illus¬ 
trates  the  longing  of  the  world  for  the  Messiah,  prophesies 
his  coming,  and  announces  his  birth;  the  second  part  is  de¬ 
voted  to  the  sufferings,  death,  and  exaltation  of  Christ,  and 
develops  the  spread  and  ultimate  triumph  of  the  Gospel; 
while  the  third  is  occupied  with  the  declaration  of  the  high¬ 
est  truths  of  doctrine — faith  in  the  existence  of  God,  the 
surety  of  immortal  life,  the  resurrection,  and  the  attainment 
of  an  eternity  of  happiness. 

The  first  part  opens  with  an  overture,  or  rather  orchestral 
prelude,  of  majestic  chords,  leading  to  a  short  fugue,  devel¬ 
oped  with  severe  simplicity  and  preparing  the  way  for  the 
accompanied  recitative  (“Comfort  ye  my  People”),  and  the 
aria  for  tenor  (“Every  Valley  shall  be  exalted”),  which 
in  turn  leads  to  the  full,  strong  chorus  (“  And  the  Glory  of 
the  Lord  shall  be  revealed”) — the  three  numbers  in  reality 
forming  one.  The  prophecy  is  announced,  only  to  be  fol¬ 
lowed  by  the  human  apprehension  in  the  great  aria  for  bass 
(“But  who  may  abide  the  Day  of  His  coming?”),  written 
in  the  Sicilian  pastoral  style.  The  aria  leads  to  the  exqui¬ 
sitely  constructed  number  (“  And  He  shall  purify  ”)  a 
fugued  chorus  closing  in  simple  harmony.  Once  more  the 
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prophet  announces  (“Behold,  a  Virgin  shall  conceive”),  fol¬ 
lowed  by  the  alto  solo  (“  O  Thou  that  tellest  ),  which  pre¬ 
ludes  a  chorus  in  the  same  tempo.  The  next  aria  (“  The 
People  that  walked  in  Darkness  ”),  with  its  curious  but  char¬ 
acteristic  modulations  leads  to  one  of  the  most  graphic  fugued 
choruses  in  the  whole  work  (“  For  unto  us  a  Child  is  born  ”), 
elegantly  interwoven  with  the  violin  parts,  and  emphasized 
with  sublime  announcements  of  the  names  of  the  Messiah  in 
full  harmony  and  with  the  strongest  choral  power.  The 
grand  burst  of  sound  dies  away,  there  is  a  significant  pause, 
and  then  follows  a  short  but  exquisite  Pastoral  Symphony  for 
the  strings,  which  with  the  four  succeeding  bits  of  recitative 
tells  the  message  of  the  angels  to  the  shepherds  on  the  plains 
of  Bethlehem.  Suddenly  follows  the  chorus  of  the  heavenly 
hosts  (“Glory  to  God”),  which  is  remarkably  expressive, 
and  affords  sharp  contrasts  in  the  successive  clear  responses 
to  the  fugue.  The  difficult  but  very  brilliant  aria  for  soprano 
(“Rejoice  greatly”),  the  lovely  aria  (“He  shall  feed  His 
Flock”),  in  which  Handel  returns  again  to  the  pastoral  style, 
and  a  short  chorus  (“His  Yoke  is  easy”),  close  the  first 
part. 

The  second  part  is  the  most  impressive  portion  of  the 
work.  It  begins  with  a  majestic  and  solemn  chorus  (“  Behold 
the  Lamb  of  God”),  which  is  followed  by  the  aria  for  alto 
(“  He  was  despised”)  — one  of  the  most  pathetic  and  deeply 
expressive  songs  ever  written,  in  which  the  very  key-note  of 
sorrow  is  struck.  Two  choruses — (“Surely  He  hath  borne 
our  Gi’iefs  ”),  rather  intricate  in  harmony,  and  (“With  His 
Stripes  we  are  healed”),  a  fugued  chorus  written  a  capella 
upon  an  admirable  subject  —  lead  to  the  spirited  and  thor¬ 
oughly  interesting  chorus  (“  All  we  like  Sheep  have,  gone 
astray”),  closing  with  an  Adagio  of  great  beauty  (“And  the 
Lord  hath  laid  on  Him  the  Iniquity  of  us  all”).  This  is 
followed  by  several  short  numbers  —  a  choral  fugue  (“He 
trusted  in  God”),  the  accompanied  recitative  (“Thy  Rebuke 
hath  broken  His  Heart”),  a  short  but  very  pathetic  aria  for 
tenor  (“Behold  and  see  if  there  be  any  Sorrow”),  and  an 
aria  for  soprano  (“  But  Thou  didst  not  leave  His  soul  in 
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Hell”) — all  of  which  are  remarkable  instances  of  the  musi¬ 
cal  expression  of  sorrow  and  pity.  These  numbers  lead  to 
a  triumphal  shout  in  the  chorus  and  semi-choruses  (“  Lift 
up  your  Heads,  O  ye  Gates !  ”)  which  reach  a  climax  of 
magnificent  power  and  strongly  contrasted  effects.  After 
the  chorus  (“Let  all  the  Angels  of  God  worship  Him”),  a 
fugue  constructed  upon  two  subjects,  the  aria  (“Thou  art 
gone  up  on  high”),  and  the  chorus  (“The  Lord  gave  the 
Word  ”),  we  reach  another  pastoral  aria  of  great  beauty 
(“How  beautiful  are  the  Feet”).  This  is  followed  by  a 
powerfully  descriptive  chorus  (“  Their  Sound  is  gone  out 
into  all  Lands”),  a  massive  aria  for  bass  (“Why  do  the 
Nations”),  the  chorus  (“Let  us  break  their  Bonds  asun¬ 
der”),  and  the  aria  (“Thou  shalt  break  them”),  leading 
directly  to  the  great  “  Halleluj  ah  Chorus,”  which  is  the 
triumph  of  the  work  and  its  real  climax.  It  opens  with 
exultant  shouts  of  “  Hallelujah.”  Then  ensue  three  simple 
phrases,  the  middle  one  in  plain  counterpoint,  which  form 
the  groundwork  for  the  “Hallelujah.”  These  phrases,  seem¬ 
ingly  growing  out  of  each  other,  and  reiterated  with  con¬ 
stantly  increasing  power,  interweaving  with  and  sustaining 
the  “Hallelujah”  with  wonderful  harmonic  effects,  make  up 
a  chorus  that  has  never  been  excelled,  not  only  in  musical 
skill,  but  also  in  grandeur  and  sublimity.  After  listening  to 
its  performance,  one  can  understand  Handel’s  words :  “  I  did 
think  I  did  see  all  heaven  before  me,  and  the  great  God 
Himself.”  This  number  closes  the  second  part. 

If  the  oratorio  had  closed  at  this  point,  the  unities  would 
have  been  preserved,  but  Handel  carried  it  into  a  third  part 
with  undiminished  interest,  opening  it  with  that  sublime  con¬ 
fession  of  faith  (“I  know  that  my  Redeemer  liveth”).  It 
is  followed  by  two  quartets  in  plain  counterpoint  with 
choral  responses  (“Since  by  Man  came  Death”),  and  (“For 
as  in  Adam  all  die”),  in  which  the  effects  of  contrast  are 
very  forcibly  brought  out.  The  last  important  aria  in  the 
work  (“The  Trumpet  shall  sound”),  for  bass  with  trum¬ 
pet  obligato,  will  always  be  admired  for  its  beauty  and  stir¬ 
ring  effect.  The  oratorio  closes  with  three  choruses,  all  in 
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the  same  key  and  of  the  same  general  sentiment  (“Worthy 
is  the  Lamb”,),  a  piece  of  smooth,  flowing  harmony;  (“  Bless¬ 
ing  and  Honor  ”),  a  fugue  led  off  by  the  tenors  and  bassos 
in  unison,  and  repeated  by  the  sopranos  and  altos  on  the 
octave,  closing  with  full  harmony  on  the  words  “  for  ever 
and  ever”  several  times  reiterated;  and  the  final  “Amen” 
chorus,  which  is  treated  in  the  severest  style,  and  in  which 
the  composer  evidently  gave  free  rein  to  his  genius,  not  being 
hampered  with  the  trammels  of  words. 


Judas  Maccabceus 

The  oratorio  of  “  Judas  Maccabaeus  ”  was  written  in  thirty- 
two  days,  between  July  9  and  August  11,  1746,  upon  the  com¬ 
mission  of  Frederic,  Prince  of  Wales,  to  celebrate  the  return 
of  the  Duke  of  Cumberland  from  Scotland  after  the  decisive 
victory  of  Culloden.  The  words  were  taken  from  the  nar¬ 
rative  of  the  exploits  of  the  Jewish  deliverer  contained  in 
the  first  book  of  Maccabees  and  in  the  twelfth  book  of  Jose¬ 
phus’  “Antiquities  of  the  Jews.”  It  was  first  performed  at 
Covent  Garden,  April  1,  1747.  The  characters  represented 
are  Judas  Maccabaeus;  Simon,  his  brother;  an  Israelitish 
messenger;  and  Israelitish  men  and  women. 

The  first  scene  introduces  the  Israelitish  men  and  women 
lamenting  the  death  of  the  father  of  Judas  in  the  sorrowful 
chorus  (“Mourn,  ye  afflicted  Children”),  which,  after  a 
duet  for  soprano  and  tenor,  is  followed  by  still  another  cho¬ 
rus  in  a  similar  strain  (“For  Zion  Lamentation  make”),  but 
much  more  impressive,  and  rising  to  a  more  powerful  climax. 
After  a  brief  and  simple  soprano  solo  (“  Pious  Orgijes  ”), 
the  chorus  sings  the  prayer  (“  O  Father,  whose  almighty 
Power”),  closing  with  a  characteristic  fugue  on  the  words 
(“And  grant  a  Leader”).  After  a  short  recitative,  Simon, 
bass,  breaks  out  in  the  heroic  and  sonorous  aria  (“  Arm,  arm, 
ye  Brave !  ”)  which  has  always  retained  its  popularity,  not¬ 
withstanding  its  antique  bravura.  It  is  followed  by  the  chorus 
in  the  brief  but  stirring  number  (“  We  come  in  bright  array  ”). 
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Five  arias,  a  duet,  and  two  choruses,  nearly  all  of  which  are 
now  omitted  in  performances,  being  of  the  same  general 
character,  and  mainly  apostrophes  to  liberty  lead  to  the 
great  chorus  closing  the  first  part  (“Hear  us,  O  Lord!”). 

The  second  part  opens  with  the  Israelites  celebrating  the 
return  of  Judas  from  the  victories  over  Appollonius  and 
Seron.  An  instrumental  prelude,  picturing  the  scenes  of  bat¬ 
tle,  leads  directly  to  the  great  chorus,  the  best  in  the  work 
(“  Fallen  is  the  Foe”).  The  triumphant  declaration  is  made 
over  and  over  with  constantly  increasing  energy,  finally  lead¬ 
ing  to  a  brilliant  fugue  on  the  words  (“Where  warlike  Judas 
wields  his  righteous  Sword  ”) ;  but  interwoven  with  it  are 
still  heard  those  notes  of  victory  (“Fallen  is  the  Foe”),  and 
the  response  (“So  fall  Thy  Foes”).  The  Israelitish  man 
sings  a  vigorous  tribute  to  Judas  (“  So  rapid  thy  Course 
is”,).  The  triumphant  strain  (“Zion  now  her  Head  shall 
raise  ”)  is  taken  by  two  voices,  closing  with  the  soprano  alone; 
but  before  her  part  ends,  the  whole  chorus  takes  it  and  joins 
in  the  paean  (“  Tune  your  Harps  ”),  and  the  double  num¬ 
ber  ends  in  broad,  flowing  harmony.  In  a  florid  number 
(“From  mighty  Kings  he  took  the  Spoil”)  the  Israelitish 
woman  once  more  sings  Judas’  praise.  The  two  voices  unite 
in  a  welcome  (“Hail  Judaea,  happy  Land”),  and  finally  the 
whole  chorus  join  in  a  simple  but  jubilant  acclaim  to  the 
same  words.  The  rejoicings  soon  change  to  expressions  of 
alarm  and  apprehension  as  a  messenger  enters  and  announces 
that  Gorgias  has  been  sent  by  Antiochus  to  attack  the  Israel¬ 
ites,  and  is  already  near  at  hand.  They  join  in  a  chorus 
expressive  of  deep  despondency  (“Oh,  wretched  Israel”); 
But  Simon,  in  a  spirited  aria  (“  The  Lord  worketh  Won¬ 
ders”),  bids  them  put  their  trust  in  Heaven,  and  Judas 
rouses  their  courage  with  the  martial  trumpet  song  (“Sound 
an  Alarm”),  which,  though  very  brief,  is  full  of  vigor  and 
fire.  After  the  departure  of  Judas  to  meet  the  foe,  Simon, 
the  Israelitish  man,  and  the  Israelitish  woman  follow  each 
other  in  denunciation  of  the  idolatries  which  have  been  prac¬ 
ticed  by  the  heathen  among  them,  and  close  with  the  splendid 
chorus  (“  We  never  will  bow  down  to  the  rude  Stock  or  sculp- 
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tured  Stone”),  in  which  vigorous  repetitions  of  the  opening 
phrase  lead  to  a  chorale  in  broad,  impressive  harmony,  with 
which  is  interwoven  equally  vigorous  repetitions  of  the 
phrase  (“We  worship  God  alone  ”). 

The  third  part  opens  with  the  impressive  prayer  (“Father 
of  Heaven,  from  Thy  eternal  Throne”),  sung  by  the  priest. 
As  the  fire  ascends  from  the  altar,  the  sanctuary  having  been 
purified  of  its  heathen  defilement,  the  Israelites  look  upon 
it  as  an  omen  of  victory  and  take  courage.  A  messenger 
enters  with  tidings  of  Judas’  triumph  over  all  their  ene¬ 
mies.  The  Israelitish  maidens  and  youths  go  out  to  meet 
him,  singing  the  exultant  march  chorus  (“  See  the  conquer¬ 
ing  Hero  comes”),  which  is  familiar  to  every  one  by  its 
common  use  on  all  occasions,  from  Handel’s  time  to  this, 
where  tribute  has  been  paid  to  martial  success  and  heroes 
have  been  welcomed.  It  is  the  universal  accompaniment  of 
victory,  as  the  Dead  March  in  “Saul”  is  of  the  pageantry 
of  death.  It  is  very  simple  in  its  construction,  like  many 
others  of  Handel’s  most  effective  numbers  and  first  sung  as 
a  three-part  chorus,  then  as  a  duet  or  chorus  of  virgins,  again 
by  the  full  power  of  all  the  voices,  and  gradually  dies  away 
in  the  form  of  an  instrumental  march.  A  very  elaborate 
chorus  (“Sing  unto  God”),  a  florid  aria  with  trumpet  solo 
for  Judas  (“With  Honor  let  Desert  be  Crowned”),  the 
chorus  (“To  our  great  God’’),  a  pastoral  duet  with  exquisite 
accompaniment  (“Oh,  lovely  Peace!”),  and  a  “Hallelujah” 
in  the  composer’s  customary  exultant  style,  close  this  brilliant 
and  dramatic  oratorio. 


Acts  and  Galatea 

The  first  idea  of  Handel’s  famous  pastoral,  “  Acis  and 
Galatea,”  is  to  be  found  in  a  serenata,  “  Aci,  Galatea,  e 
Polifemo,”  which  he  produced  at  Naples  in  July,  1708.  The 
plan  of  the  work  resembles  that  of  the  later  pastoral,  though 
its  musical  setting  is  entirely  different.  The  story  is  based 
on  the  seventh  fable  in  the  thirteenth  book  of  the  Metamor- 
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phoses  —  the  sad  story  which  Galatea,  daughter  of  Nereus, 
tells  to  Scylla.  The  nymph  was  passionately  in  love  with 
the  shepherd  Acis,  son  of  Faunus  and  of  the  nymph  Symaethis, 
and  pursued  him  incessantly.  She  too  was  pursued  by  Poly¬ 
phemus,  the  one-eyed  Cyclops  of  iEtna,  contemner  of  the 
gods.  One  day,  reclining  upon  the  breast  of  Acis,  concealed 
behind  a  rock,  she  hears  the  giant  pouring  out  to  the  woods 
and  mountains  his  story  of  love  and  despair.  As  he  utters 
his  complaints,  he  espies  the  lovers.  Then,  raging  and  roar¬ 
ing  so  that  the  mountains  shook  and  the  sea  trembled,  he 
hurled  a  huge  rock  at  Acis  and  crushed  him.  The  shepherd’s 
blood  gushing  forth  from  beneath  the  rock  was  changed  into 
a  river;  and  Galatea,  who  had  fled  to  the  sea,  was  consoled. 

The  overture  to  the  work,  consisting  of  one  movement,  is 
thoroughly  pastoral  in  its  style  and  introduces  a  chorus 
(“Oh,  the  Pleasures  of  the  Plains!”)  in  which  the  easy, 
careless  life  of  the  shepherds  and  their  swains  is  pictured. 
Galatea  enters  seeking  her  lover,  and  after  the  recitative 
(“Ye  verdant  Plains  and  woody  Mountains”)  relieves  her 
heart  with  an  outburst  of  melodious  beauty  (“  Hush,  ye  pretty 
warbling  Choir!”).  Acis  answers  her,  after  a  short  reci¬ 
tative,  with  another  aria  equally  graceful  (“  Love  in  her 
Eyes  sits  playing  and  sheds  delicious  Death”).  The  melo¬ 
dious  and  sensuous  dialogue  is  continued  by  Galatea,  who 
once  more  sings  (“As  when  the  Dove”).  Then  in  a  duet, 
sparkling  with  the  happiness  of  the  lovers  (“Happy  we”), 
closing  with  chorus  to  the  same  words,  this  pretty  picture  of 
ancient  pastoral  life  among  the  nymphs  and  shepherds  comes 
to  an  end. 

In  the  second  part  there  is  another  tone  both  to  scene  and 
music.  The  opening  chorus  of  alarm  (“Wretched  Lovers”) 
portends  the  coming  of  the  love-sick  Cyclops ;  the  mountains 
bow,  the  forests  shake,  the  waves  run  frightened  to  the  shore 
as  he  approaches  roaring  and  calling  for  “  a  hundred  reeds 
of  decent  growth,”  that  on  “  such  pipe  ”  his  capacious  mouth 
may  play  the  praises  of  Galatea.  The  recitative  (“  I  melt, 
I  rage,  I  burn  ”)  is  very  characteristic,  and  leads  to  the 
giant’s  love-song,  an  unctuous,  catching  melody  almost  too 
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full  of  humor  and  grace  for  the  fierce  brute  of  iEtna  (“  Oh, 
ruddier  than  the  Cherry  !  ”). 

In  marked  contrast  with  this  declaration  follows  the  plain¬ 
tive,  tender  song  of  Acis  (“Love  sounds  the  Alarm”). 
Galatea  appeals  to  him  to  trust  the  gods,  and  then  the  three 
join  in  a  Trio  (“The  Flocks  shall  leave  the  Mountain”). 
Enraged  at  his  discomfiture,  the  giant  puts  forth  his  power. 
He  is  no  longer  the  lover  piping  to  Galatea  and  dissembling 
his  real  nature,  but  a  destructive,  raging  force;  and  the 
fragment  of  mountain  which  he  tears  away  buries  poor  Acis 
as  effectually  as  iEtna  sometimes  does  the  plains  beneath. 
The  catastrophe  accomplished,  the  work  closes  with  the  sad 
lament  of  Galatea  for  her  lover  (“  Must  I  my  Acis  still 
bemoan?”)  and  the  choral  consolations  of  the  shepherds 
and  their  swains  (“Galatea,  dry  thy  Tears,  Acis  now  a 
God  appears”). 


L’  Allegro 

“  L’  Allegro,  il  Penseroso  ed  il  Moderato,”  the  first  two 
movements  of  which  contain  a  musical  setting  of  Milton’s 
well-known  poem,  was  written  in  the  seventeen  days  from 
January  19  to  February  6,  1740,  and  was  first  performed 
on  the  twenty-seventh  of  the  latter  month  at  the  Royal 
Theater,  Lincoln’s  Inn  Fields,  London.  The  text  of  the 
first  two  parts  is  by  Milton,  Allegro,  as  is  well  known, 
chanting  the  praises  of  pleasure,  Penseroso  those  of  mel¬ 
ancholy;  Allegro  represented  by  tenor  and  Penseroso  by 
soprano,  and  each  supported  by  a  chorus  which  joins  in  the 
discussion  of  the  two  moods. 

The  work  opens  without  overture,  its  place  having  origi¬ 
nally  been  supplied  by  an  orchestral  concerto.  In  vig¬ 
orous  and  very  dramatic  recitative  Allegro  bids  “  loathed 
Melancholy”  hence,  followed  by  Penseroso,  who  in  a  few 
bars  of  recitative  far  less  vigorously  consigns  “  vain,  deluding 
joys”  to  “some  idle  brain”;  Allegro  replies  with  the  first 
aria  (“Come,  come,  thou  Goddess  fair”),  a  beautifully  free 
and  flowing  melody,  responded  to  by  Penseroso,  who  in  an 
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aria  of  stately  rhythm  appeals  to  his  goddess  (“  Divinest 
Melancholy”).  Now  Allegro  summons  his  retinue  of  mirth 
(“Haste  thee,  Nymph,  and  bring  with  thee”),  and  the 
chorus  takes  up  the  jovial  refrain  in  the  same  temper.  The 
aria  itself  is  well  known  as  the  laughing-song.  Indeed,  both 
aria  and  chorus  are  full  of  unrestrained  mirth,  and  go  laugh¬ 
ingly  along  in  genuine  musical  giggles.  The  effect  is  still 
further  enhanced  by  the  next  aria  for  Allegro  (“Come  and 
trip  it  as  you  go  ”),  a  graceful  minuet,  which  is  also  taken 
by  the  chorus.  After  a  recitative  by  Penseroso  (“  Come, 
pensive  Nun”),  and  the  aria  (“Come,  but  keep  thy  wonted 
State”),  the  first  Penseroso  chorus  occurs  (“Join  with  thee 
calm  Peace  and  Quiet”),  a  short  but  beautiful  passage  of 
tranquil  harmony.  Once  more  in  recitative  Allegro  bids 
“loathed  Melancholy”  hence,  and  then  in  the  aria  (“Mirth, 
admit  me  of  thy  Crew”)  leading  into  chorus,  sings  of  the 
lark,  “startling  dull  Night”  and  bidding  good-morrow  at 
his  window  —  a  brilliant  number  accompanied  with  an  imi¬ 
tation  of  the  lark’s  song.  Penseroso  replies  by  an  equally 
brilliant  song  (“  Sweet  Bird  that  shun’st  the  noise  of  Folly  ”), 
in  which  the  nightingale  plays  the  part  of  accompaniment. 
Another  aria  by  Allegro  (“  Oft  listening  how  the  Hounds  and 
Horn  ”)  gives  an  opportunity  for  a  blithe  and  jocund  hunting- 
song  for  the  bass,  followed  by  one  of  the  most  beautiful  num¬ 
bers  in  the  work  (“  Oft  on  a  plat  of  rising  ground  ”),  sung  by 
Penseroso,  in  which  the  ringing  of  the  far-off  curfew, 
“  swinging  slow,  with  sullen  roar,”  is  introduced  with  telling 
effect.  This  is  followed  by  a  quiet,  meditative  aria  (“  Far 
from  all  resorts  of  Mirth”),  when  once  again  Allegro  takes 
up  the  strain  in  two  arias  (“  Let  me  wander  not  unseen  ”) 
and  (“Straight  mine  Eye  hath  caught  new  Pleasures”). 
The  first  part  closes  with  the  Allegro  aria  and  chorus  (“Or 
let  the  merry  Bells  ring  round!”),  full  of  the  very  spirit 
of  joy  and  youth;  and  ending  with  an  exquisite  harmonic 
effect  as  the  gay  crowd  creep  to  bed,  “by  whispering  winds 
soon  lulled  to  sleep.” 

The  second  part  begins  with  a  stately  recitative  and  aria 
by  Penseroso  (“Sometimes  let  gorgeous  Tragedy”),  fol- 
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lowed  by  one  of  the  most  characteristic  arias  in  the  work 
(“But  oh,  sad  Virgin,  that  thy  Power  might  raise!”)  in 
which  the  passage  (“Or  bid  the  Soul  of  Orpheus  sing”)  is 
accompanied  by  long,  persistent  trills  that  admirably  suit  the 
words.  The  next  number  (“  Populous  Cities  please  me  then  ”) 
is  a  very  descriptive  solo  for  Allegro,  with  chorus  which 
begins  in  canon  form  for  the  voices  and  then  turns  to  a  lively 
movement  as  it  pictures  the  knights  celebrating  their  triumphs 
and  the  “  store  of  ladies  ”  awarding  prizes  to  their  gallants. 
Again  Allegro  in  a  graceful  aria  sings  (“  There  let  Hymen 
oft  appear”).  It  is  followed  by  a  charming  canzonet  (“  Hide 
me  from  Day’s  garish  Eye  ”)  for  Penseroso,  which  leads  to 
an  aria  for  Allegro  (“I’ll  to  the  well-trod  Stage  anon”), 
opening  in  genuinely  theatrical  style,  and  then  changing  to 
a  delightfully  melodious  warble  at  the  words  (“  Or  sweet¬ 
est  Shakespeare,  Fancy’s  Child”).  This  is  followed  by  three 
characteristic  arias  (“  And  ever,  against  eating  Cares  ”), 
(“Orpheus  himself  may  heave  his  Head”),  and  (“These 
Delights,  if  thou  canst  give”) — the  last  with  chorus. 


The  Dettingen  Te  Deurn 

On  the  twenty-seventh  of  June,  1743,  the  British  army 
and  its  allies,  under  the  command  of  King  George  II  and 
Lord  Stair,  won  a  victory  at  Dettingen,  in  Bavaria,  over  the 
French  army,  commanded  by  the  Marechal  del  Noailles  and 
the  Due  de  Grammont.  On  the  King’s  return  a  day  of  pub¬ 
lic  thanksgiving  was  appointed,  and  Handel,  at  that  time 
“  Composer  of  Musick  to  the  Chapel  Royal,”  was  commis¬ 
sioned  to  write  a  Te  Deum  and  an  anthem  for  the  occasion. 

The  Dettingen  Te  Deum  is  not  a  Te  Deum  in  the"  strict 
sense,  but  a  grand  martial  panegyric.  It  contains  eighteen 
short  solos  and  choruses,  mostly  of  a  brilliant,  martial  char¬ 
acter,  the  solos  being  divided  between  the  alto,  barytone,  and 
bass.  After  a  brief  instrumental  prelude,  the  work  opens 
with  the  triumphant,  jubilant  chorus  with  trumpets  and  druips 
(“We  praise  Thee,  O  God”),  written  for  five  parts,  the 
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sopranos  being  divided  into  firsts  and  seconds,  containing  also 
a  short  alto  solo  leading  to  a  closing  fugue.  The  second 
number  (“All  the  Earth  doth  worship  Thee”)  is  also  an  alto 
solo  with  five-part  chorus  of  the  same  general  character.  It 
is  followed  by  a  semi-chorus  in  three  parts  (“  To  Thee  all 
Angels  cry  aloud”),  plaintive  in  style,  and  leading  to  the 
full  chorus  (“To  Thee,  Cherubim  and  Seraphim”),  which 
is  majestic  in  its  movement  and  rich  in  harmony.  The  fifth 
number  is  a  quartet  and  chorus  (“The  glorious  Company  of 
the  Apostles  praise  Thee”),  dominated  by  the  bass,  with  re¬ 
sponses  from  the  other  parts,  and  followed  by  a  short,  full 
chorus  (“  Thine  adorable,  true,  and  only  Son”).  The  seventh 
number  is  a  stirring  bass  solo  with  trumpets.  A  fanfare  of 
trumpets  introduces  the  next  four  numbers,  all  choruses.  In 
this  group  the  art  of  fugue  and  counterpoint  is  splendidly 
illustrated,  but  never  to  the  sacrifice  of  brilliant  effect,  which 
is  also  heightened  by  the  trumpets  in  the  accompaniments.  An 
impressive  bass  solo  (“Vouchsafe,  O  Lord”)  intervenes,  and 
then  the  trumpets  sound  the  stately  symphony  to  the  final 
chorus  (“  O  Lord,  in  Thee  have  I  trusted  ”) .  It  begins  with 
a  long  alto  solo  with  delicate  oboe  accompaniment  that  makes 
the  effect  very  impressive  when  voices  and  instruments  take 
up  the  phrase  in  a  magnificent  outburst  of  power  and  rich 
harmony,  and  carry  it  to  the  close. 
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Symphony  No.  1  (B.  fy  H.),  in  E  Flat 

1.  Adagio.  Allegro  con  spibito.  3.  Minuet. 

2.  Andante.  4.  Finale.  Presto. 


THE  Symphony  in  E  flat  was  composed  in  1795,  and  is 
the  eighth  in  the  set  written  for  Salomon,  and  the  first 
of  the  Breitkopf  and  Hartel  edition.  It  opens  with  an  Adagio, 
introduced  by  a  roll  on  the  kettle-drum,  with  the  following 
theme : 


’Cello,  Bass,  and  Fagotto. 
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This  broad  and  sombre  melody  gives  the  key  to  the  whole 
work.  It  ends  in  a  unison  phrase  in  C  minor,  in  a  half-mys¬ 
terious  way  on  G,  the  fifth  of  the  chord.  Then  enters  the 
Allegro  con  spirito,  with  the  following  theme: 


— 

f  4- 


etc. 


The  half-step  in  the  first  group,  forced  in  the  repetition  by 
an  accidental,  keeps  the  otherwise  humorous  theme  within 
bounds.  The  second  part  is  worked  up  in  strict  compliance 
with  the  sonata  form,  and  displays  Haydn’s  mastery  in  coun¬ 
terpoint.  After  a  hold,  the  basses  take  up  the  melody  of  the 
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opening  Adagio,  pressed  into  the  new  mould  of  the  f  tempo. 
This  middle  movement  is  again  interrupted  by  a  hold,  fol¬ 
lowed  by  the  working-out  of  the  second  theme  and  closing  on 
the  dominant  seventh  chord  and  a  grand  pause,  after  which 
the  first  part  is  repeated.  At  the  half-cadence  the  opening 
Adagio  unexpectedly  enters  with  its  solemn  roll  of  the  drum 
and  deep-toned  melody,  followed  by  a  short  Coda,  Allegro. 

The  Andante,  in  C  minor,  opens  with  the  following  melody: 


The  first  bar  has  a  vein  of  inexpressibly  sad  loveliness, 
which  also  pervades  the  whole  song,  as  it  may  be  called.  In 
the  third  part  it  is  interesting  to  see  how  simply  the  com¬ 
poser  accomplishes  his  purpose  by  enlivening  the  rhythm. 

The  first  and  third  parts  are  then  repeated  in  the  form  of 
variations,  exquisitely  worked  out.  The  third  variation,  in 
C  minor,  is  scored  for  full  orchestra,  and  is  one  of  the  many 
examples  we  find  in  Haydn  which  show  that  the  minor  mood 
or  minor  key  was  for  him  rather  the  expression  of  the  grand 
and  heroic  than  of  sadness  or  sorrow.  The  Coda  in  its  sim¬ 
plicity,  however,  shows  the  sad  undercurrent  of  his  thought 
while  writing  this  lovely  Andante,  although  the  close  is  in 
the  major  key. 

The  Minuet,  with  the  following  theme  — 


reaches  far  higher  than  the  dance  form,  and  its  working-up 
in  the  second  part  is  unusually  rich  in  harmonic  treatment. 
The  Trio  contains  the  flowing  legato  figures  which  Haydn  so 
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often  used  to  offset  the  broken  rhythm  and  skipping  melody 
of  the  Minuet  proper. 

The  Finale,  in  E  flat,  is  founded  on  the  following  theme, 


with  underlying  figure  for  horns,  as  marked: 
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The  whole  movement  is  symphonic  in  character,  and  shows 
little  of  the  playfulness  we  are  wont  to  look  for  in  Haydn’s 
compositions. 


Symphony  No.  2  (B.  II.),  in  D  Major 

1.  Adagio.  Allegro.  3.  Minuet. 

2.  Andante.  4.  Finale.  Allegro  spiritoso. 


The  Symphony  in  D  major — No.  2,  Breitkopf  and  Hartel 
—  was  written  in  1795.  It  has  the  usual  Adagio  introduction, 
in  D  minor,  closing  on  the  dominant  pianissimo  and  leading 
into  the  Allegro  with  the  following  theme: 


Allegro. 
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The  second  theme  of  the  first  movement,  in  the  key  of  A, 
appears  only  once.  In  the  working-up  of  the  second  part, 
the  composer  utilizes  the  four  quarter-beats  followed  by  two 
half-notes,  given  above,  as  a  separate  motive,  which  imparts 
to  the  whole  movement  a  certain  brusqueness  and  force. 
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The  Andante,  in  G  major,  f  time,  is  based  on  the  follow¬ 
ing  lovely  song  written  in  a  popular  vein  — 


A  ndante. 
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and  treated  in  the  form  of  variations;  not,  however,  in  the 
usual  strict  manner,  but  interspersed  with  significant  and 
deeply  effective  intermezzos.  The  second  part  of  the  melody 
proceeds  with  the  following  tuneful  counterpoint,  using  the 
opening  bars  of  the  Andante  for  an  accompaniment: 


The  Minuet,  in  D  major,  is  energetic  in  character,  owing 
to  its  peculiar  accentuation,  as  well  as  strong  harmony,  and 
yet  preserves  the  humor  and  piquancy  of  the  master’s  most 
favorite  movements  in  a  wonderful  degree.  The  Trio  has  the 
same  character,  in  its  contrast  to  the  Minuet  proper,  as  that 
in  the  E  flat  symphony. 

The  Finale,  in  D  major.  Allegro  spiritoso,  has  a  flavor  of 
country  life  and  its  enjoyments.  It  begins  on  a  pedal  bass 
for  horns  and  ’cellos,  over  which  runs  the  most  natural,  simple 
song,  which  however  gives  free  play  to  the  master’s  art  in 
counterpoint. 


Symphony  No.  6  (B.  #  II.),  in  G  Major  (Surprise) 

1.  Adagio.  Vivace  assai.  3.  Minuet. 

2.  Andante.  4.  Finale.  Allegeo  molto. 

The  Symphony  in  G  major,  popularly  known  as  “The 
Surprise” — No.  6,  Breitkopf  and  Hartel  —  was  written  in 
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1791.  It  has  a  short  introductory  Adagio,  in  which  an  unusual 
number  of  chromatics  are  employed,  leading  at  once  into  the 
main  Vivace  assai,  with  the  following  for  the  first  theme: 
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Daintily  as  it  steps  in,  it  soon  develops  into  the  full  rush 
of  life. 

The  Andante,  in  C  major,  the  movement  which  gave  the 
name  of  “  Surprise  ”  to  the  symphony,  is  based  on  this  exceed¬ 
ingly  simple  melody,  moving  through  the  intervals  of  the 
chord : 
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It  opens  piano,  is  repeated  pianissimo,  and  closes  with  an 
unexpected  crash  of  the  whole  orchestra.  Here  we  have  the 
genial  “Papa  Haydn,”  who  enjoyed  a  joke,  and  when  in  the 
humor  for  it  did  not  think  it  beneath  his  dignity  “  to  score  ” 
the  joke;  for  to  a  friend,  who  was  visiting  him  when  writing 
the  Andante,  he  remarked :  “  That’s  sure  to  make  the  ladies 
jump”;  and  his  waggish  purpose  has  been  secured  to  this 
day.  The  theme  is  carried  out  in  his  favorite  form  of  varia¬ 
tions,  and  the  movement  closes  with  a  pedal  point  giving  the 
opening  phrase  and  dying  away  in  a  pianissimo. 

The  Minuet  seems  the  natural  sequence  of  this  extremely 
simple  Andante.  The  sweep  of  the  violins  in  the  last  two 
measures  of  the  first  part  is  made  the  motive  for  the  second 
part,  which  is  used  in  canon  form  between  the  violins  and 
basses  and  connected  with  the  Trio,  written  in  the  usual 
manner. 
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The  last  movement,  Allegro  molto,  in  G  major,  has  this 
happy  theme  for  its  foundation : 


Allegro  di  molto 
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The  piquancy  of  its  phrasing  is  in  the  master’s  happiest 
vein,  and  although  worked  out  with  less  display  of  science 
than  some  of  his  other  finales,  it  gathers  new  interest  by  the 
rushing  violin  figures  that  are  used  quite  lavishly  and  fully 
sustain  its  joyful  character. 


Symphony  No.  9  (B.  ty  H.),  in  C  Minor 

1.  Allegro.  3.  Minuet. 

2.  Andante.  4.  Finale.  Vivace. 


The  Symphony  in  C  minor  —  Breitkopf  and  Hartel,  No.  9 
—  opens  at  once  with  an  Allegro  in  common  time : 


The  bold  steps  at  the  opening  and  the  march-like  rhythm  of 
the  third  and  fourth  measures,  although  subdued  in  a  dynamic 
sense,  and  never  used  in  a  military  mood,  give  the  movement 
a  certain  crispness  which  is  effectively  off-set  by  the  second 
theme : 
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This  is  followed  by  scale  runs  in  triplets,  that  alternate 
between  the  higher  and  lower  instrumental  groups  and  well 
preserve  the  strong  character  of  the  otherwise  short  move¬ 
ment. 

The  Andante  cantabile,  in  E  flat,  in  its  idyllic  theme  — 


A7idante. 


betrays  the  composer  of  “With  Verdure  clad,”  and  vies  with 
that  well-known  melody  in  sweetness.  It  is  worked  out  in 
a  number  of  variations,  among  which  the  one  in  E  flat  minor 
is  especially  noticeable. 

The  Minuet  is  one  of  the  popular  concert  numbers,  and 
is  a  masterly  specimen  of  grace  and  refined  humor,  combined 
with  the  stateliness  of  the  old-fashioned  dance.  Its  theme 
is  the  following: 


■&L 


m 
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The  Trio  varies  from  many  of  the  previous  ones  in  that 
the  movement  of  eighth  notes  appears  staccato  throughout, 
and  is  given  to  the  ’cellos,  the  violins  only  marking  the 
rhythm. 

The  Finale  vivace,  in  C  major,  is  rich  in  the  treatment  of 
counterpoint  and  fugue ;  but  a  glance  at  the  leading  theme  — 


will  show  at  once  that  it  is  not  dry  or  heavy  music.  The 
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general  treatment  reminds  us  of  his  earlier  symphonies,  but 
much  of  it  also  shows  the  influence  of  Mozart. 


Symphony  No.  11  (B.  H.),  in  G  Major  ( Military ) 

1.  Largo.  Allegro.  3.  Minuet. 

2.  Allegretto.  4.  Finale.  Presto. 

The  Symphony  in  G  major  —  No.  11  of  the  Breitkopf  and 
Hartel  edition  —  was  written  in  1794.  It  opens  with  a  slow 
movement  of  broad  and  even  pathetic  character,  closing  on 
the  dominant  chord  with  a  hold.  The  first  movement  proper, 
Allegro,  starts  in  with  the  following  theme,  given  out  by  the 
flutes  and  oboes: 


and  is  repeated  in  ever  new  instrumental  combinations,  lead¬ 
ing  into  a  play  of  questions  and  answers  between  wind  and 
string  instruments,  which  Haydn’s  successors  have  made  use 
of  so  often.  After  the  half-cadence,  the  second  theme  — 


enters  piano.  In  spirit  it  is  a  lively  march,  and  although  at 
its  first  appearance  it  is  quite  subdued,  the  staccato  marks 
relieve  any  uncertainty  as  to  its  meaning.  The  working-up 
in  the  second  part  relies  chiefly  on  this  second  theme;  and 
when  the  double-basses  take  it  up,  it  rises  to  its  full  impor- 
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tance.  The  greater  length  of  the  movement,  its  ingenious 
harmonic  treatment,  the  stubborn  character  in  the  sforzando 
strokes  after  the  second  theme  appears  fortissimo,  the  crisp 
staccato  scales  in  broken  thirds  in  the  violins,  stamp  this 
Allegro  as  one  of  the  most  important  the  master  has  left. 

The  Allegretto,  in  C  major,  which  here  takes  the  place  of 
the  usual  Andante,  has  given  to  this  symphony  the  name  of 
“  The  Military”  and  is  based  on  an  old  French  romanza: 


In  its  treatment  of  interchanging  instrumental  groups,  and 
in  its  quiet  yet  cheerful  movement,  it  sounds  like  the  last 
farewells  of  soldiers  as  they  take  leave  of  home.  After  sev¬ 
eral  repeats,  the  trumpets  sound  the  signal  for  falling  into 
line,  and  with  a  few  strong  chords  in  the  key  of  A  flat,  the 
march  is  resumed.  The  composer  has  made  masterly  use  of 
the  drums,  cymbals,  and  triangle,  in  the  various  repeats  of 
this  simple  theme,  relying  almost  entirely  on  the  tone-colors 
of  the  different  orchestral  instruments  and  their  combination 
for  the  maintaining  of  the  interest  in  the  simple  march  theme. 

The  Minuet,  moderato,  in  its  form  comes  nearer  the  dance 
minuet  in  graceful  groups  of  violin  figures  than  any  we  have 
considered;  while  the  Trio  is  worked  up  in  a  more  distinct 
character  than  usual,  and  with  its  dotted  rhythm  remains 
nearer  the  original  dance  than  the  legato  Trios  of  former 
symphonies. 

The  last  movement,  Presto,  is  in  Haydn’s  happiest  vein. 
Its  theme  — 
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is  playful  and  charming,  and  the  whole  Finale,  although  not 
devoid  of  more  forcible  intermezzos,  broken  by  unexpected 
pauses  and  elaborate  treatment  in  harmonic  changes,  moves 
along  in  a  happy  and  natural  manner. 
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Symphony  No.  12  (B.  fy  H.),  in  B  Flat 

1.  Largo.  Allegro.  3.  Minuet. 

2.  Adagio.  4.  Finale.  Presto. 


The  Symphony  in  B  flat,  written  in  1794,  is  No.  12  of  the 
Breitkopf  and  Hartel  edition.  A  short  Largo  opens  with  a 
hold  on  the  keynote,  followed  by  a  phrase  for  wind  instru¬ 
ments  reflecting  the  sadness  of  the  whole  Introduction. 

The  first  movement,  Allegro  vivace,  brings  in  the  main 
theme  — 


at  once  fortissimo  by  the  whole  orchestra,  and  reversing  the 
order  to  repeat,  appears  as  a  piano  phrase.  This  is  followed 
by  a  lively  figure  for  violins  through  sixteen  measures,  work¬ 
ing  up  into  a  crescendo  fortissimo  that  reaches  its  climax  on 
a  whole  note  on  A  in  unison,  and  with  the  grand  pause  follow¬ 
ing  prepares  the  entrance  of  the  second  theme  in  A  major,  ae 
follows : 


jS2- 


This,  with  several  other  shorter  themes,  furnishes  the  material 
for  the  working-up  of  the  second  part.  The  whole  scheme  is 
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broader  than  usual.  The  rhythmic,  harmonic,  and  dynamic 
changes  form  a  picture  of  real  life  pulsating  with  vital  force. 

The  Adagio  in  F  major  is  comparatively  short,  and  has 
Italian  touches  of  elegance  in  the  rich  ornamentation  with 
which  the  melody  is  embellished.  In  character  it  leaves  the 
popular  vein  which  Haydn’s  slow  movements  generally  show, 
and  leans  more  toward  the  elegiac  and  sentimental. 

The  Minuet,  although  its  first  part  inclines  toward  the 
dance  form,  assumes  a  style  of  its  own  by  the  stubborn  asser¬ 
tion  of  a  group  of  three  notes  in  repeat,  leading  to  a  hold, 
after  which  a  playful  treatment  of  the  same  motive  brings  us 
back  to  the  original  theme. 

The  Finale,  in  B  flat,  Presto,  opens  with  the  following  gay 


which  flows  along  without  interruption,  for  even  the  occa¬ 
sional  attempts  at  stubbornness  have  an  undercurrent  of 
jollity.  Syncopations,  pianissimo  staccatos,  unexpected 
pauses,  clashes  of  the  full  orchestra,  sudden  transitions  of 
key,  the  playful  use  of  parts  of  a  motive,  etc.,  combine  in 
making  a  picture  of  happiness  and  joyous  life  which  is  all 
the  more  extraordinary  when  we  consider  that  Haydn  wrote 
this  work  in  his  sixty-second  year. 


The  Creation 

Haydn  was  sixty-five  years  of  age  when  he  undertook  the 
great  work  of  his  life.  It  was  begun  in  1796,  and  finished 
in  1798.  When  urged  to  bring  it  to  a  conclusion  more  rap¬ 
idly,  he  replied,  “  I  spend  much  time  over  it,  because  I  intend 
it  to  last  a  long  time.”  The  first  public  performance  was 
given  in  Vienna,  March  19,  1799,  Haydn’s  name-day.  Its 
success  was  immediate,  and  rivalled  that  of  “  The  Messiah.” 

The  oratorio  opens  with  an  overture  representing  chaos. 


HAYDN 


223 


Its  effect  is  at  first  dull  and  indefinite,  its  utterances  inarticu¬ 
late,  and  its  notes  destitute  of  perceptible  melody.  Gradually 
instrument  after  instrument  makes  an  effort  to  extricate  itself, 
and  as  the  clarinets  and  flutes  struggle  out  of  the  confusion, 
the  feeling  of  order  begins  to  make  itself  apparent.  The 
resolutions  indicate  harmony.  At  last  the  wonderful  discord¬ 
ances  settle,  leaving  a  misty  effect  that  vividly  illustrates 
(“  the  Spirit  of  God  moving  upon  the  Face  of  the  Waters  ”). 
Then,  at  the  fiat  of  the  Creator  (“Let  there  be  Light”),  the 
whole  orchestra  and  chorus  burst  forth  in  the  sonorous  re¬ 
sponse  (“And  there  was  Light”).  A  brief  passage  by  Uriel, 
tenor,  describes  the  division  of  light  from  darkness,  and  the 
end  of  chaos,  introducing  a  fugued  chorus,  in  which  the  rage 
of  Satan  and  his  hellish  spirits,  as  they  are  precipitated  into 
the  abyss,  is  described  with  tremendous  discords  and  strange 
modulations ;  but  before  it  closes,  the  music  relates  the  beau¬ 
ties  of  the  newly  created  earth  springing  up  (“  at  God’s  Com¬ 
mand”).  Paphael  describes  the  making  of  the  firmament,  the 
raging  of  the  storms,  the  flashing  lightning  and  rolling  thun¬ 
ders,  the  showers  of  rain  and  hail,  and  the  gently  falling 
snow,  to  an  accompaniment  which  is  closely  imitative  in  char¬ 
acter.  The  work  of  the  second  day  forms  the  theme  of  (“  The 
marvelous  Work”),  for  soprano  obligato  with  chorus  —  a 
number  characterized  by  great  joyousness  and  spirit.  This 
leads  to  the  number  (“  Rolling  in  foaming  Billows  ”)  in  which 
the  music  is  employed  to  represent  the  effect  of  water,  from 
the  roaring  billows  of  the  (“boisterous  Seas”),  and  the  rivers 
flowing  in  (“Serpent  Error”),  to  the  (“limpid  Brook”), 
whose  murmuring  ripple  is  set  to  one  of  the  sweetest  and 
most  delicious  of  melodies.  This  leads  the  way  to  the  well- 
known  aria  (“With  Verdure  clad”),  of  which  Haydn  himself 
was  very  fond,  and  which  he  recast  three  times  before  he  was 
satisfied  with  it.  It  is  followed  by  a  fugued  chorus  (“Awake 
the  Harp  ”),  in  which  the  angels  praise  the  Creator.  We  next 
pass  to  the  creation  of  the  planets.  The  instrumental  prelude 
is  a  wonderful  bit  of  constantly  developing  color,  which  in¬ 
creases  (“in  Splendor  bright”),  until  the  sun  appears.  It 
is  followed  by  the  rising  of  the  moon,  to  an  accompaniment 
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as  tender  as  its  own  radiance;  and  as  the  stars  appear  (“the 
Sons  of  God  ”),  announce  the  fourth  day,  and  the  first  part 
closes  with  the  great  chorus  (“  The  Heavens  are  telling  ),  in 
which  the  entire  force  of  band  and  singers  is  employed  in 
full,  broad  harmony  and  sonorous  chords,  leading  to  a  cadence 
of  magnificent  power. 

The  second  part  opens  with  the  aria  (“  On  mighty  Pens  ”), 
describing  in  a  majestic  manner  the  flight  of  the  eagle,  and 
then  blithely  passes  to  the  gaiety  of  the  lark,  the  tenderness 
of  the  cooing  doves,  and  the  plaintiveness  of  the  nightingale, 
in  which  the  singing  of  the  birds  is  imitated  as  closely  as  the 
resources  of  music  will  allow.  A  beautiful  terzetto  describes 
with  inimitable  grace  the  gently  sloping  hills  covered  with 
their  verdure,  the  leaping  of  the  fountain  into  the  light,  and 
the  flights  of  birds ;  and  a  bass  solo  in  sonorous  manner  takes 
up  the  swimming  fish,  closing  with  (“  the  Upheaval  of  Levi¬ 
athan  from  the  Deep  ”),  who  disports  himself  among  the 
double-basses.  This  leads  to  a  powerful  chorus  (“  The  Lord 
is  great”).  The  next  number  describes  the  creation  of  vari¬ 
ous  animals ;  and  perhaps  nothing  that  art  contains  can  vie 
with  it  in  varied  and  vivid  description.  It  begins  with  the 
lion,  whose  deep  roar  is  heard  among  the  wind  instruments. 
The  alertness  of  the  (“  flexible  Tiger  ”)  is  shown  in  rapid 
flights  by  the  strings.  A  Presto  ingeniously  represents  the 
quick  movements  of  the  stag.  The  horse  is  accompanied  by 
music  which  prances  and  neighs.  A  quiet  pastoral  movement, 
in  strong  contrast  with  the  preceding  abrupt  transitions,  pic¬ 
tures  the  cattle  seeking  their  food  (“on  Fields  and  Meadows 
green”).  A  flutter  of  sounds  describes  the  swarms  of  insects 
in  the  air,  and  from  this  we  pass  to  a  long,  undulating  thread 
of  harmony,  representing  the  (“sinuous  Trace”)  of  the 
worm.  This  masterpiece  of  imitative  music  is  contained  in 
a  single  recitative.  A  powerful  and  dignified  aria,  sung  by 
Raphael  (“Now  Heaven  in  fullest  Glory  shone”),  Introduces 
the  creation  of  man,  which  is  completed  in  an  exquisitely 
beautiful  aria  (“  In  native  Worth  ”)  by  Uriel,  the  second  part 
of  which  is  full  of  tender  beauty  in  its  description  of  the 
creation  of  Eve,  and  closes  with  a  picture  of  the  happiness 
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of  the  newly  created  pair.  A  brief  recitative  (“And  God 
saw  Everything  that  He  had  made  ”)  leads  to  the  chorus 
(“  Achieved  is  the  glorious  Work”)  — a  fugue  of  great  power, 
superbly  accompanied.  It  is  interrupted  by  a  Trio  (“  On 
Thee  each  living  Soul  awaits”),  but  soon  returns  with  still 
greater  power  and  grandeur,  closing  with  a  Gloria  and  Halle¬ 
lujah  of  magnificent  proportions. 

The  third  part  opens  with  a  symphonic  introduction  de¬ 
scriptive  of  the  first  morning  of  creation,  in  which  the  flutes 
and  horns,  combined  with  the  strings,  are  used  with  exquisite 
effect.  In  a  brief  recitative  (“In  rosy  Mantle  appears”) 
Uriel  pictures  the  joy  of  Adam  and  Eve,  and  bids  them  sing 
the  praise  of  God  with  the  angelic  choir,  which  forms  the 
theme  of  the  succeeding  duet  and  chorus  (“  By  Thee  with 
Bliss  ”)  ;  to  which  the  answering  choir  replies  with  a  gentle 
and  distant  effect,  as  if  from  the  celestial  heights  (“  Forever 
blessed  be  His  Power”).  Again  Adam  and  Eve  in  successive 
solos,  join  with  the  choir  in  extolling  the  goodness  of  God; 
and  as  they  close,  all  take  up  the  paean  (“  Hail,  bounteous 
Lord!  Almighty,  hail!”).  As  the  angelic  shout  dies  away,  a 
tender,  loving  dialogue  ensues  between  Adam  and  Eve,  lead¬ 
ing  to  the  beautiful  duet  (“Graceful  Consort”),  which  is  not 
only  the  most  delightful  number  in  the  work,  but  in  freshness, 
sweetness,  and  tenderness  stands  almost  unsurpassed  among 
compositions  of  its  kind.  After  a  short  bit  of  recitative  by 
Uriel  (“  O  happy  Pair”),  the  chorus  enters  upon  the  closing 
number  (“Sing  the  Lord,  ye  Voices  all”),  beginning  slowly 
and  majestically,  then  developing  into  a  masterly  fugue 
(“Jehovah’s  Praise  forever  shall  endure”),  and  closing  with 
a  laudamus  of  matchless  beauty,  in  which  the  principal  voices 
in  solo  parts  are  set  off  against  the  choral  and  orchestral 
masses  with  powerful  effect. 


HOFMANN 


1842-1902 

The  Frithjof  Symphony.  Op.  22 

1.  Allegro  con  fltoco.  (Frithjof  and  Ingeborg.) 

2.  Adagio  ma  non  troppo.  (Ingeborg’s  Lament.) 

3.  Allegro  moderato.  Vivace.  (Elves  of  Light  and  Frost 

Giants.) 

4.  Finale.  (Frithjof’s  Return.) 

THE  “  Frithjof  Symphony,”  the  first  of  Hofmann’s  larger 
compositions  to  attract  public  attention,  was  written  in 
1874.  Its  subject,  as  its  title  indicates,  is  taken  from  the 
cantos  of  Bishop  Tegner’s  well-known  “Frithjof’s  Saga,”  de¬ 
scribing  the  banishment  of  Frithjof,  son  of  Thor  stein,  by  the 
brothers  of  Ingeborg,  daughter  of  King  Bele,  with  whom  the 
Norse  hero  was  in  love;  her  lament  for  him  by  the  seashore; 
and  his  return  in  his  good  ship  “  Ellida.” 

The  opening  Allegro  has  genuine  dramatic  strength  and 
color,  notwithstanding  its  adherence  to  form.  The  hero  and 
heroine  are  represented  in  the  two  leading  subjects  by  motives 
in  the  Wagner  style,  introduced  respectively  by  the  clarinet 
and  oboe,  and  returning  again  in  the  Finale  of  the  symphony. 
One  of  these  themes  is  vigorous  and  fiery  in  its  nature,  the 
other  sweet,  gracious,  and  tender.  _ 

The  second  movement,  an  Adagio,  is  plaintive  in  character, 
and  represents  the  sorrowing  maiden  walking  by  the  seashore, 
sighing  for  the  return  of  Frithjof  in  “Ellida,”  and  lamenting 
that  death  may  come  to  her  before  he  sails  back  again  from 
the  South,  whither  her  brothers  have  driven  him.  The  work¬ 
ing-up  of  this  movement  is  very  short,  but  before  it  closes 
there  is  a  notable  subject  given  out  by  the  trombones  strongly 
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resembling  Siegfried’s  motive  in  Wagner’s  “  Nibelungen 
Trilogy.” 

The  third  movement,  entitled  “  Elves  of  Light  and  Frost 
Giants,”  is  in  reality  an  episode  or  intermezzo  in  Scherzo 
form,  and  thoroughly  northern  in  its  color.  The  “  light 
elves  ”  are  introduced  in  a  dainty,  delicate  theme,  strongly 
suggestive  of  Mendelssohn.  The  “  frost  giants  ”  come  in  with 
a  resonant  and  blustering  theme  which  is  in  reality  a  dance 
of  the  wildest  character.  The  elves’  theme  is  then  repeated, 
and  the  movement  comes  to  an  end  after  a  fascinating  display 
of  color  and  fancy  in  tones. 

The  Finale  is  animated,  exultant,  and  triumphant  through¬ 
out.  Its  character  is  at  once  indicated  by  the  joyous  calls  of 
the  horns  and  the  answering  strains  of  the  violins,  betokening 
festivity.  The  latter  at  last  give  out  a  joyful  theme  announc¬ 
ing  the  return  of  the  victorious  hero.  The  second  theme  is 
equally  exultant,  and  is  followed  by  Ingeborg’s  theme  from 
the  first  movement. 


HUMPERDINCK 


1854- 


Prelude  to  Hansel  and  Gretel 


HE  charming  fairy  opera  of  “  Hansel  and  Gretel,” 


X  Humperdinck’s  masterpiece,  was  written  in  1893,  and 
first  performed  in  the  same  year  at  the  Court  Theater, 
Weimar.  The  story  concerns  the  adventures  of  Peter’s,  the 
broom  maker’s,  children,  Hansel  and  Gretel,  who  are  lost  in 
the  forest,  the  visit  of  the  Sandman,  the  appearance  of  the 
fourteen  angels,  who  watch  over  them  while  they  sleep,  their 
awakening  by  the  Dawn  Fairy,  the  discovery  of  the  Witch’s 
gingerbread  house,  the  latter’s  discomfiture  as  she  is  prepar¬ 
ing  to  bake  the  children  into  gingerbread,  and  their  final 
rescue  by  their  parents.  The  prelude  opens  with  a  tender 
theme  given  out  by  four  horns  and  two  bassoons,  which  is 
regularly  developed  by  the  strings  and  other  instruments, 
closing  pianissimo.  The  movement  now  changes  to  a  Vivace. 
Accompanied  by  the  wood  winds  and  strings  pizzicato,  the 
trumpet  sounds  a  vigorous  passage,  and  as  it  comes  to  a  close 
the  strings  and  wood  winds  announce  a  new  theme  of  a  nature 
clearly  indicating  the  nightly  orgies  of  the  witch,  pierced 
through  at  intervals  by  the  trumpet  blast.  It  gradually  works 
up  to  a  climax  for  full  orchestra,  leading  to  a  very  melodious 
theme,  and  this  in  turn  to  a  dance  tempo.  These  are  devel¬ 
oped,  and  the  prelude  closes  pianissimo  with  the  contents  of 
the  introduction. 


Moorish  Rhapsody 

The  “  Moorish  ”  Rhapsody  was  composed  for  the  Leeds 
(England)  Music  Festival  of  1898.  It  is  in  three  movements: 
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1.  Tarifa  —  Elegy  at  sunrise.  2.  Tangiers  —  a  night  in  the 
Moorish  cafe.  3.  Tetuan — a  rider  in  the  desert.  The  pro¬ 
gram  is  a  poem  written  by  the  composer.  The  first  move¬ 
ment  represents  a  shepherd’s  lament  over  the  decay  of  the 
Moorish  people;  the  second,  a  scene  in  a  coffee  house  at  Tan¬ 
giers  where  an  old  singer  chants  the  deeds  of  heroes  and  opium 
dreams  of  the  glories  of  Seville  and  Granada;  and  the  third, 
a  ride  in  the  desert  over  an  old  battleground  with  Paradise 
visible  on  the  far  horizon.  The  first  movement  opens  with 
an  expressive  introduction  in  muted  first  violins,  beginning 
pianissimo,  and  after  reaching  fortissimo  dying  away  again 
pianissimo.  It  is  followed  by  a  weird  Moorish  melody  by 
English  horn,  eventually  appearing  in  full  harmony  in  the 
horns,  bassoons,  English  horn,  and  clarinet.  This  leads  to  a 
figure  in  the  ’cellos,  followed  by  the  reappearance  of  the  first 
violin  theme,  with  a  counter  theme  in  the  horns.  After  a 
crescendo  it  dies  away  pianissimo.  A  pastoral  theme  is  now 
announced  in  the  oboe,  and  all  this  thematic  material  is  worked 
out  in  the  close.  In  the  second  movement,  after  a  string 
passage,  the  bassoon  has  a  unique  theme  which  is  developed 
in  the  oboe,  English  horn,  and  bassoon,  and  afterwards  in 
the  horns  and  wood  winds,  closing  with  the  opening  string 
passage.  A  fresh  theme,  in  the  violas,  is  followed  by  several 
passages,  the  elaboration  of  which  describes  the  scene  in  the 
cafe.  The  third  movement  opens  with  a  tone-picture  of  the 
desert  and  the  solitary  rider.  The  Moorish  melody  of  the 
first  movement  again  appears.  It  dominates  the  movement, 
and  against  it  are  heard  several  subsidiary  themes.  At  the 
close  the  composer  presents  an  effective  picture  of  the  mirage 
in  the  Coda,  during  which  the  Moorish  melody  is  still  heard. 


Suite,  Die  Konigskinder 

The  music  of  the  “  Konigskinder  ”  Suite  is  based  upon  the 
incidental  music  to  a  drama  of  the  same  name  which  has  now 
become  pleasantly  familiar  in  this  country  by  its  operatic 
evolution.  The  play  itself  was  first  performed  in  1 897  and  at 
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an  opera  in  1910.  The  suite  is  arranged  in  three  move¬ 
ments,  the  prelude,  “the  King’s  Son”;  the  “Verdorben- 
Gestorben,”  or  “  Ruin  — Death,”  and  the  “  Hillafest.” 

The  prelude  opens  at  once  with  a  statement  of  the  principal 
theme  in  the  horns  which  is  combined  with  another  theme  in 
full  orchestra.  A  theme  in  march  tempo  follows,  succeeded 
by  a  melody  for  clarinet  with  viola  accompaniment.  The  first 
violins  thereupon  take  up  a  fresh  motive,  the  main  movement 
is  heard  in  the  second  violins,  followed  by  a  fresh  one  for  the 
oboe.  The  development  of  these  sprightly  themes  closes  the 
prelude. 

The  second  movement  begins  in  the  wind  instruments  fol¬ 
lowed  by  the  muted  strings,  the  theme  itself  appearing  in  the 
oboe.  The  horns  next  give  utterance  to  the  minstrel  song 
with  harp  arpeggios.  The  strings  follow  and  combine  with 
them  the  material  in  the  opening  of  the  movement,  a  Coda 
closing. 

The  final  movement,  picturing  the  festivities  of  the  people 
of  Hellebrunn  as  they  await  their  prince,  opens  with  a  march 
in  the  wood  winds  introducing  the  principal  theme  in  full 
orchestra.  A  second  theme  stated  by  the  oboe  and  trumpet 
is  accompanied  by  the  strings  and  leads  to  the  children’s 
dance  for  the  clarinet  based  upon  a  folk  song.  After  a  repeat 
of  the  march  a  Coda  based  on  the  theme  of  the  children’s 
dance  closes  the  suite. 


INDY,  D’ 


1851  - 

Symphonic  Poem,  Wallenstein’s  Camp.  Part  I.  Op.  12 

IN  1874  d’Indy  produced  the  overture  “  Piccolomini  ”  with 
great  success  at  a  concert  in  Paris.  Subsequently  it  was 
altered  and  incorporated  in  the  dramatic  symphony,  “Wal¬ 
lenstein,”  based  upon  Schiller’s  drama,  and  the  symphony 
was  produced  as  a  whole  in  1888.  The  titles  of  its  move¬ 
ments  are:  1.  Wallenstein’s  Camp.  2.  Max  and  Thekla  (the 
remodelled  overture).  3.  Wallenstein’s  Death.  “Wallen¬ 
stein’s  Camp  ”  is  frequently  produced  as  a  concert  number. 
It  is  of  a  cheerful,  even  jovial  nature,  and  presents  a  picture 
of  the  amusements  and  revelries  in  the  hero’s  camp,  which 
forms  the  Scherzo  of  the  symphony.  The  opening  theme 
clearly  illustrates  the  stir  and  pleasure  of  the  camp  and  is 
very  fully  elaborated  to  suit  the  situation.  The  violins  and 
flutes  follow  in  a  subdued  passage,  after  which  the  second 
theme  enters  in  the  violins,  but  is  barely  announced  when  the 
rest  of  the  orchestra  joins  in  a  waltz  rhythm,  with  a  roistering 
sort  of  accompaniment.  Another  elaboration  follows,  and  is 
kept  up  until  a  new  element  is  introduced  by  the  appearance 
of  a  Capuchin  monk,  who  preaches  a  sermon  to  the  revellers 
which  takes  the  form  of  an  ingenious  fugue  for  the  bassoon. 
The  monk’s  sermon,  however,  commands  slight  attention,  and 
is  lost  in  the  humor  and  mockery  of  the  soldiers,  which  appears 
in  the  caricaturing  of  the  sermon  by  various  instruments.  The 
waltz  reappears.  The  tuba  seeks  to  enforce  the  fugue  theme, 
but  the  effort  is  useless,  and  the  revelry  breaks  out  anew,  but 
is  suddenly  checked  as  the  horns,  trumpets,  and  trombones 
announce  in  a  dignified  phrase  the  entrance  of  Wallenstein 
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himself  upon  the  scene.  The  opening  theme  of  the  movement 
reappears,  and  after  fresh  development  leads  up  to  the  waltz 
theme.  As  this  closes  the  opening  theme  is  heard  once  more, 
and  is  developed  into  a  jubilant  tribute  to  the  hero,  closing  the 
movement. 


Symphonic  Legend,  The  Enchanted  Forest.  Op.  8 

“The  Enchanted  Forest”  is  one  of  d’lndy’s  early  works, 
having  been  written  in  1872.  The  program  attached  to 
the  score  sufficiently  describes  the  music.  Harold  at  the 
head  of  his  warriors  is  riding  through  a  forest  in  the  moon¬ 
light,  enlivening  the  time  with  their  war  songs.  A  troop  of 
elves  suddenly  appears.  Harold,  who  is  enraptured  by  their 
beauty,  is  embraced  by  the  elfin  leader  and  finds  himself  de¬ 
serted  by  his  warriors,  who  have  gone  in  pursuit  of  the  elves. 
He  resists  his  enchantress,  however,  and  continues  his  ride 
alone.  Stopping  to  drink  from  a  spring,  its  magic  waters 
overcome  him,  and  he  sinks  to  sleep  upon  a  rock.  There  he 
remains  for  centuries,  with  the  elves  dancing  about  him  in 
the  moonlight.  This  poetical  conceit  d’lndy  has  treated  with 
charming  skill,  investing  his  music  with  delicate  and  shifting 
tints  of  color. 


Suite,  Medea.  Op.  Jf7 

The  suite  “Medea”  was  written  in  1898  as  incidental 
music  to  Catullus  Mendes’  tragedy  of  the  same  name.  It  is 
in  five  movements.  The  first,  “  Prelude,”  begins  with  a  theme 
in  the  first  violins  and  horns,  which,  after  short  development, 
leads  to  a  subsidiary  passage.  A  ’cello  solo  follows,  accom¬ 
panied  at  intervals  by  the  first  and  second  violins,  richly  elab¬ 
orated.  The  opening  theme  resumes,  and  gradually  leads  to 
a  lively  movement  in  dance  rhythm-,  in  which  the  second 
violins  and  violas  participate.  The  remainder  of  the  prelude 
is  devoted  to  the  working  up  of  this  thematic  material.  The 
second  movement,  “  Pantomime,”  consists  of  one  theme  pre- 
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sented  at  the  opening  in  flute,  clarinet,  and  strings,  then 
repeated  fortissimo  in  full  orchestra,  and  leading  in  ever 
accelerated  tempo  to  a  dance  with  the  melody  in  the  flute  and 
clarinet  with  pizzicato  string  accompaniment.  After  a  climax 
the  movement  closes  pianissimo.  The  third  movement, 
“  Medea  waiting,”  begins  with  a  tender  melody  for  the  flute 
over  a  delicate  accompaniment  in  the  muted  strings  and  harp. 
By  a  change  of  time  a  more  vigorous  and  passionate  theme 
is  announced  in  the  violins  and  wood  winds  which  gradually 
works  up  to  full  orchestral  effect.  The  tender  melody  of  the 
opening  returns  in  the  clarinet  and  closes  the  movement.  The 
fourth  movement,  “Medea  and  Jason,”  opens  with  a  solo  for 
the  horn,  followed  by  melodies  in  the  violins  and  'cellos.  The 
wood  winds  reply  with  a  theme  from  the  first  movement. 
After  the  elaboration  of  this  material  a  fresh  theme  appears 
in  the  violins,  followed  by  the  old  theme  and  leading  to  a 
climax,  after  which  the  movement  closes  pianissimo.  The  last 
movement,  “  Triomphe  Auroral,”  opens  with  a  short  intro¬ 
duction  in  which  the  theme  from  the  first  movement  is  worked 
up.  After  a  pause,  swift,  vigorous  passages  occur  in  the  harp 
and  strings,  leading  to  a  resumption  of  the  introductory 
passages,  followed  by  a  fresh  episode,  “  Solennelle.”  With 
the  development  of  this  episode  the  work  ends  in  a  powerful 
climax. 


Symphonic  Poem,  I  star.  Op. 

“  Istar,”  performed  for  the  first  time  at  Brussels  in  1897, 
resembles  “The  Enchanted  Forest”  as  a  poetic  fancy,  but 
its  musical  development  differs  from  that  in  the  earlier  work. 
Its  program  supplies  all  needed  analysis.  The  verses  inspir¬ 
ing  the  work  are  taken  from  a  Babylonian  poem,  “  The  Epic 
of  Izdubar.”  Istar,  the  daughter  of  Sir,  goes  to  the  realm  of 
death,  “  the  abode  of  the  seven  gates,”  where  her  lover,  the 
Son  of  Life,  has  preceded  her.  At  the  first  gate  the  warder 
removes  her  tiara ;  at  the  second,  the  pendants  from  her  ears ; 
at  the  third,  her  necklace;  at  the  fourth,  the  jewels  on  her 
heart;  at  the  fifth,  the  belt  about  her  waist;  at  the  sixth,  her 
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rings;  and  at  the  seventh,  the  last  veil  which  conceals  her 
body.  Having  entered  the  abode  of  Death,  she  receives  the 
waters  of  life  and  frees  her  lover.  In  constructing  his  work 
the  composer  has  used  parts  of  the  theme  in  variations  to 
signify  the  scene  at  each  gate,  but  when  Istar  passes  the  last 
gate  and  releases  her  lover,  the  whole  of  the  simple  theme 
appears. 


Rhapsody ,  Summer  Day  on  the  Mountain.  Op.  61 

This  charming  rhapsody,  “Jour  d’Ete  a  la  Montagne  ” 
(“Summer  Day  on  the  Mountain”),  was  written  in  1905  for 
large  orchestra,  with  addition  of  pianoforte.  The  composer 
has  attached  a  program  to  the  score,  condensed  from  a  prose 
poem  of  Roger  de  Pampeloune’s.  The  movements  are,  Dawn, 
Day,  and  Evening,  which,  instead  of  presenting  any  special 
scenes  for  illustration,  are  characterized  by  poetical  and  emo¬ 
tional  expression.  The  Dawn  movement  is  an  appeal  to 
nature  to  awake.  The  Day  movement  represents  a  quiet 
repose  under  the  pines,  amid  the  murmur  of  the  breezes  and 
the  songs  of  birds.  The  Evening  suggests  the  sunset,  gradual 
darkening  of  the  landscape,  and  slumber.  The  subjects  are 
eminently  adapted  to  the  composer’s  style  of  musical  thought 
and  expression.  Though  the  text  is  of  the  modern  impres¬ 
sionist  style,  the  music  is  not  that  of  an  impressionist,  like 
so  much  that  is  produced  by  the  ultra-French  modern  school, 
but  rather  the  product  of  a  deep  thinker,  a  graceful  colorist, 
and  conservative  composer,  who  does  not  allow  himself  to  be 
carried  away  by  the  modern  and  somewhat  morbid  manner. 


KAUN 


Symphony  No.  2  in  C  Minor 

1.  ZlEMLICH  LEBHAFT. 

2.  SeHR  IFTNIG  MIT  GEOSSEM  AuFDRUCK. 

3.  Scherzo  lebhaft. 

4.  March  massig. 

HUGO  KAUN’S  Second  Symphony  was  written  in  1909 
and  first  performed  at  the  Leipsic  Gewandhaus  in 
1910,  under  the  direction  of  Arthur  Nikisch.  The  first  move¬ 
ment  opens  with  an  introduction,  a  diminuendo  leading  to  a 
theme  given  out  in  the  clarinets.  After  a  climax  a  second 
theme  is  reached,  which,  according  to  the  composer,  tells 
stories  of  the  woods  in  Mark  Brandenburg.  During  the  devel¬ 
opment  of  the  first  theme,  an  episode  founded  on  an  old  Ger¬ 
man  ballad  is  given  out  by  the  oboe.  Recapitulation  in  a  free 
manner  closes  the  movement. 

After  twelve  introductory  measures  the  main  theme  of  the 
second  movement  is  announced  by  the  clarinet.  The  middle 
section  begins  with  a  new  theme  for  the  oboe,  accompanied 
by  the  violins,  tremolo,  and  another  division  of  it  is  heard  in 
the  horns.  After  development,  the  first  part  is  repeated,  and 
the  movement  closes  with  suggestions  of  the  main  theme. 

The  third  movement  opens  with  a  theme  in  the  bassoons 
and  lower  strings.  The  second  theme  appears  in  the  oboe  and 
after  the  first  is  repeated,  a  Coda  gives  out  new  material  in 
the  bassoons  and  horns.  This  material  is  developed  and  fol¬ 
lowed  by  recapitulation  and  a  Coda. 

The  composer  says  he  wrote  the  final  movement  after  read¬ 
ing  Nirvana,  a  book  by  Fensex,  based  upon  the  French  Revo¬ 
lution.  The  first  theme  is  given  out  in  the  clarinet  and  the 
second  in  the  oboe.  After  development  a  climax  is  reached 
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and  a  “  Hymn  to  Liberty,”  in  full  orchestra  and  organ,  fol¬ 
lowed  by  suggestions  of  the  first  theme,  closes  the  movement. 


Symphony  No.  8  in  E  Minor.  Op.  96 

1.  Andante.  3.  Adagio. 

2.  Scherzo.  4.  Finale. 

Kaun’s  Third  Symphony,  written  in  1914,  was  first  per¬ 
formed  in  this  country  by  the  Chicago  Symphony  Orchestra 
in  1916.  The  first  movement.  Andante,  opens  with  a  theme 
for  the  horn  accompanied  by  a  subject  in  the  bass  strings  and 
brasses.  The  main  theme  now  appears  in  the  violins,  a  sec¬ 
ond  subject,  given  to  the  horns  with  pizzicato  bass  string 
accompaniment.  After  a  retard  the  second  theme  reappears 
in  the  wood  winds  and  a  climax  is  reached.  After  involved 
recapitulation,  a  Coda  closes  the  movement. 

The  Scherzo  is  introduced  in  a,  triumphant  motive  which 
dominates  the  first  part.  After  the  Trio,  the  strings  having 
a  waltz  movement  pizzicato,  a  new  subject  appears  in  the 
violins,  ’cellos  and  clarinets.  After  development  the  first  part 
is  repeated. 

The  main  theme  of  the  Adagio  appears  in  the  strings  and 
is  later  heard  in  the  trombones,  against  a  subject  heard  in  the 
violins  and  violas.  A  new  section  follows,  the  theme  appear¬ 
ing  in  the  violas  with  second  violin  and  celeste  accompaniment. 
After  development  the  opening  subject  returns  in  the  trumpets, 
clarinets,  oboes,  and  horns,  closing  the  movement. 

In  the  Finale,  after  the  main  theme  appears  in  the  violins, 
a  second  appears  in  the  clarinets  and  bassoons  and  again  in 
the  strings.  After  this  is  worked  up,  a  new  subject  appears 
in  the  wood  winds  and  strings  with  an  alternating  passage  in 
the  horns  followed  by  a  subject  for  the  brasses  and  another 
repeated  in  the  wood  winds.  A  brilliant  theme  in  full  orches¬ 
tra  and  a  Coda  close  the  symphony. 
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1811  -  1866 
The  Faust  Symphony 

1.  Allegro.  (Faust.) 

2.  Andante.  (Gretchen.) 

3.  Scherzo.  (Mephistopheles.) 

THE  “  Faust”  Symphony,  while  it  is  a  prominent  illustra¬ 
tion  of  program-music,  is  unique  in  this  respect,  that  it  is 
not  a  program  of  scenes  or  situations,  but  a  series  of  delinea¬ 
tions  of  character.  Liszt  himself  styles  the  three  movements  of 
the  symphony  “  Charakterbilder  ”  (“  Character-pictures  ”), 
and  has  named  them  for  the  three  leading  dramatis  personae 
in  Goethe’s  poem  —  Fuast,  Gretchen,  and  Mephistopheles. 
He  gives  us  no  further  program. 

The  first  movement,  “  Faust,”  is  intended  to  typify  the 
longings,  aspirations,  and  sufferings  of  man,  with  Faust  as 
the  illustration.  Four  themes  are  utilized  in  the  expression 
of  Faust’s  traits  of  character.  The  first.  Lento,  clearly 
enough  illustrates  dissatisfaction,  restless  longing,  satiety,  and 
aspiration.  Massive  chords  introduce  it.  It  changes  to  a 
monologue,  passing  from  instrument  to  instrument,  and  then 
develops  into  an  Allegro  impetuoso.  The  second  theme,  which 
is  brighter  and  more  vivacious  in  character,  shows  the  dawn¬ 
ing  of  hope.  A  brief  episode  passes,  in  which  the  old  feeling 
appears  in  hints  of  the  opening  theme,  but  soon  gives  way  to 
the  third  theme,  introduced  by  the  horns  and  clarinets.  The 
fourth  and  last  theme  now  appears,  foreshadowing,  with  its 
trumpet  calls,  the  stirring  activity  which  has  taken  the  place  of 
doubt  in  Faust’s  nature.  After  this  the  thematic  material  as 
set  forth  is  worked  up  in  genuine  symphonic  form. 
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There  is  as  marked  a  contrast  between  the  first  and  second 
movements  of  the  symphony.  After  a  short  prelude  the  first 
theme  of  the  Gretchen  movement  —  a  gentle,  tender  melody 
—  is  given  out  by  the  oboe,  with  double-bass  accompaniment. 
The  second  theme,  tells  its  own  story  of  the  love  which  has 
made  Gretchen  its  victim.  Between  these  are  several  charm- 
ing  episodes,  one  of  them  with  its  gradual  crescendo  evidently 
indicating  her  questioning  of  the  daisy,  “  He  loves  me,  he  loves 
me  not.”  At  last  the  horn  sounds  Faust’s  love  motive,  which 
we  have  already  encountered  in  the  first  movement,  followed 
by  the  love-scene,  which  is  wrought  out  with  fascinating  skill, 
rising  to  the  ecstasy  of  passion  and  dying  away  in  gentle 
content. 

The  third  movement,  “  Mephistopheles,”  takes  the  place  of 
the  Scherzo  in  the  regular  form.  It  typifies  the  appearance 
of  the  spirit  who  denies,  with  all  his  cynicism  and  sneers. 
Liszt  has  indicated  these  qualities  in  a  subtle  way.  Mephis¬ 
topheles  cannot  withstand  its  pure  influence.  He  leaves  the 
field  discomfited;  and  then  by  a  sudden  transition  we  pass  to 
the  purer  heights.  The  solemn  strains  of  the  organ  are  heard, 
and  a  mannerchor,  the  Chorus  Mysticus,  intones,  a  la  capella, 
the  chant  (“  All  Things  transitory  ”).  A  solo  tenor  enters  with 
the  Gretchen  motive,  and  the  symphony  comes  to  its  mystic 
and  triumphant  close. 


A  Symphony  to  Dante’s  Divina  Commedia 

1.  Inferno. 

2.  Purgatorio.  Magnificat. 

Liszt’s  symphony  to  the  “  Divina  Commedia  ”  of  Dante  is 
in  two  parts,  “  Inferno  ”  and  “  Purgatorio  ” ;  though  by  the 
introduction  of  the  Magnificat  after  the  Finale  to  the  “  Pur¬ 
gatorio,”  the  composer  also  indicates  the  other  division  of  the 
poem,  the  “  Paradiso.”  The  “Inferno”  opens  at  once  with  a 
characteristic  phrase  for  the  bass  instruments  with  a  crashing 
accompaniment,  announcing  in  recitative  the  inscription  over 
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the  door  of  hell:  “  Per  mi  si  va  nella  citta  dolente  ”  (“  Through 
me  pass  on  to  horror’s  dwelling-place”),  whereupon  the  trom¬ 
bones  and  horns  sound  out  the  well-known  warning,  “  Lasciate 
ogni  speranza  ”  (“  All  ye  who  enter  here,  leave  hope  be¬ 
hind”).  After  the  enunciation  of  the  curse  the  composer 
paints  the  infernal  scenes  with  all  the  fury  and  barbarity  of 
which  apparently  music  is  capable.  Unnatural  combinations, 
chromatic  phrases,  grating  dissonances,  and  weird  cries  pic¬ 
ture  the  horror  and  suffering  of  the  damned  amid  which  the 
curse  appears  with  literally  “  damnable  iteration.”  In  the 
midst  of  all  this  din,  however,  there  is  a  lull.  Amid  the  tink¬ 
ling  of  harps  and  graceful  figures  for  the  strings  and  flutes, 
the  bass  clarinet  intones  a  recitative  (the  “  Nessun  maggior 
dolore,”  of  the  original),  and  the  English  horn  replies,  the 
two  instruments  joining  in  a  dialogue  which  tells  the  mourn¬ 
ful  fate  of  Paolo  and  Francesca  da  Rimini.  At  its  close  the 
curse  sounds  again,  and  the  movement  comes  to  a  close  amid 
the  shrieks  and  blasphemies  of  the  damned  in  an  Allegro 
frenetico  which  is  graphic  enough  not  to  need  words. 

The  second  movement,  “  Purgatorio,”  opens  with  a  quiet, 
restful  theme  in  choral  style,  its  soft  and  gentle  melody  pic¬ 
turing  that  period  of  expectancy  which  is  the  prelude  to  the 
enjoyments  of  Paradise.  It  is  followed  by  a  masterly  fugue 
expressive  of  resignation  and  melancholy.  Before  it  closes 
the  first  theme  returns  again  and  peacefully  dies  away,  lead¬ 
ing  to  the  Finale.  A  solo  followed  by  a  chorus  chants  the 
Magnificat  in  the  old  classic  style.  All  the  resources  of  the 
orchestra  are  employed  in  enhancing  the  effect  of  the  chant, 
and  the  work  comes  to  a  close  with  imposing  Hosannas.  For 
this  Finale  Liszt  has  written  two  endings  —  the  one  dying 
softly  away  like  music  heard  from  a  distance,  the  other  full 
of  ecstasy  and  ending  with  a  mighty  Hallelujah. 


Les  Preludes 

“What  is  our  life  but  a  succession  of  preludes  to  that  unknown 
song  whose  first  solemn  note  is  sounded  by  death?  Love  is  the 
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enchanted  dawn  of  every  heart,  but  what  mortal  is  there,  over 
whose  first  joys  and  happiness  does  not  break  some  storm,  dispelling 
with  its  icy  breath  his  fanciful  illusions,  and  shattering  his  altar? 
What  soul  thus  cruelly  wounded  does  not  at  times  try  to  dream 
away  the  recollection  of  such  storms  in  the  solitude  of  country 
life?  And  yet  man,  it  seems,  is  not  able  to  bear  the  languid  rest 
on  Nature’s  bosom,  and  when  the  trumpet  sounds  the  signal  of 
danger,  he  hastens  to  join  his  comrades,  no  matter  what  the  cause 
that  calls  him  to  arms.  He  rushes  into  the  thickest  of  the  fight,  and 
amid  the  uproar  of  the  battle  regains  confidence  in  himself  and  his 
powers.” 

This  quotation  from  Lamartine’s  “  Meditations  Poetiques  ” 
prefaces  the  score  to  the  “  Preludes,”  and  serves  as  a  guide 
to  the  meaning  of  the  composition.  As  this  work  is  heard, 
perhaps,  more  often  than  any  of  the  other  symphonic  poems, 
and  also  displays  Liszt’s  manner  of  thematic  treatment  in  as 
clear  and  intelligible  a  way  as  any,  we  will  undertake  to  point 
out  to  the  reader  the  many-sided  uses  in  which  a  simple  motive 
can  be  employed,  and  will  attempt  it  in  such  a  way  as  to  make 
it  intelligible  to  the  lay  reader.  The  “  Preludes  ”  is  based  on 
two  themes,  and  we  present  them  with  their  variations  in  two 
groups,  A  and  B: 


Given  a  number  of  intervals  at  1,  by  playing  the  eight  lines 
through,  or  humming  them,  the  reader  will  at  once  see  that 
although  they  appear  in  very  different  shapes  they  contain 
essentially  the  same  notes.  The  line  2  opens  the  composition 
pizzicato  pianissimo  by  the  double  basses  with  mysterious 
effect,  hinting  at  the  “  unknown  song.”  The  theme  is  then 
enlarged  and  repeated  on  D,  running  finally  into  a  dominant 
chord  on  G,  and  working  up  in  a  grand  crescendo  to  the  fortis¬ 
simo  outbreak  at  3,  in  which  all  the  bass  instruments  carry 
the  melody  as  given  above,  repeated  with  different  harmonies 
and  with  ever-increasing  force,  until  it  appears  after  a  rapid 
decrescendo  in  a  l’istesso  tempo  in  the  violins,  as  at  4.  The 
accompaniment  of  the  phrase  in  this  form  is  very  beautiful. 
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Homs. 

B  A  moroso  cantando. 
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The  violins  connect  or  lead  into  the  different  repeats  with  a 
soaring  figure,  while  the  basses  have  a  figure  somewhat  like 
the  one  given  at  d,  which  appears  in  that  form  in  the  accom¬ 
paniment  of  the  pastorale.  Then  follows  the  stormy  period 
breaking  in  on  life’s  happy  spring.  It  will  not  be  difficult  for 
the  listener  to  trace  the  detached  portions  of  the  motive,  which 
appear  throughout  in  connection  chiefly  with  chromatic  runs 
and  a  superabundance  of  diminished  seventh  chords.  The 
trumpet  motive,  in  its  form  as  at  5,  is  also  brought  in  toward 
the  end  of  that  tempestuous  passage. 

When  the  skies  brighten  again,  the  motive  appears  in  its 
most  charming  form  as  at  6  and  7,  with  an  accompaniment  in 
color  and  form  exceedingly  graceful,  and  flowing  naturally 
into  the  Allegretto  pastorale,  which  is  built  up  on  the  motive 
at  d,  using  the  same  at  first  with  great  ingenuity  as  a  leading 
motive,  and  bringing  out  its  pastoral  character  by  the  skilful 
use  of  oboes,  clarinets,  etc.,  while  later  on  it  is  used  in  connec¬ 
tion  with  the  theme  a,  as  an  accompaniment  at  times  below 
the  melody,  as  indioated  in  c,  d,  and  at  times  moving  above  it. 
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The  dreamy,  swinging  motion  of  the  movement  is  finally  inter¬ 
rupted  by  two  abrupt  chords,  and  the  Allegro  marziale  opens 
with  horns  and  trumpets,  as  at  8,  connecting  with  the  second 
theme  in  its  martial  garb  at  c,  and  leading  in  triumphant 
measures  to  a  repetition  of  the  main  theme,  as  we  heard  it 
once  at  3,  only  reinforced  with  all  the  resources  known  to  the 
modern  orchestra. 

To  point  out  the  varied  employment  of  the  leading  motive 
by  using  it  only  in  part  or  dwelling  on  its  more  characteristic 
intervals,  by  inverting  it,  and  otherwise,  would  lead  too  deeply 
into  technicalities ;  but  enough  has  been  given  to  show  how 
by  change  of  rhythm  and  other  means  of  expression  an  appar¬ 
ently  simple  succession  of  intervals  can  be  developed  into  a 
tone-poem. 


Tasso’s  Lament 

The  sad  fate  of  the  unhappy  Italian  has  furnished  Goethe 
and  Byron  with  the  material  for  great  poetical  works.  Liszt 
says  he  was  most  impressed  by  the  powerful  conception  of 
Byron,  who  introduces  Tasso  in  prison,  in  a  monologue,  but 
could  not  confine  himself  to  the  English  poet,  as  he  wanted 
to  portray  also  his  final  triumph.  Liszt  therefore  called  his 
symphonic  poem,  “  Lamento  e  Trionfo,”  suffering  and  trium¬ 
phant  vindication  being  the  great  contrasts  in  the  life  of  the 
poet. 

The  opening  phrase  expresses  the  very  soul  of  Tasso.  After 
its  development,  an  accelerando  leads  to  an  Allegro  strepitoso, 
which  takes  us  to  the  prison  of  the  poet,  the  harsh  chords, 
although  still  formed  on  the  triplet  figure  of  the  main  theme, 
resembling  the  rattling  of  the  chains,  while  the  chromatic 
steps  of  the  lament  appear  fortissimo  to  ever-changing,  dimin¬ 
ished  seventh  chords.  After  a  repetition  of  the  Lento,  the 
main  theme  enters  at  an  Adagio  mesto,  the  melody  being  given 
in  bass  clarinet  and  muted  ’cellos  at  first,  and  then  repeated 
in  the  violins.  A  new  melody  then  appears,  in  ’cellos  and 
horn,  repeated  by  the  violins,  which  continue  with  an  implor¬ 
ing  motive  accompanied  by  descending  chromatics,  after  which 
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the  main  theme  reappears,  this  time  with  an  instrumentation 
rich  and  full,  the  brasses  carrying  the  melody  and  changing 
its  character  to  one  of  stately  festivity,  ending  in  a  recitative 
embodying  the  closing  motive.  An  Allegretto  follows  with  a 
theme  which  in  its  further  working-up  appears  in  the  wind 
instruments,  contrasted  with  a  broader  and  more  sentimental 
phrase  in  the  strings.  This  phrase  is  developed  to  some 
length,  after  which  the  Allegro  strepitoso  reenters  and  closes 
the  Lamento.  From  here  on,  the  Trionfo  claims  its  rights. 
The  very  opening  of  the  Allegro  molto  con  brio,  although  still 
built  upon  the  same  material,  is  changed  by  characteristic 
instrumentation  and  appropriate  tempos  into  jubilant  triumph. 


F estklange 

The  symphonic  poem,  “  Festklange,”  begins  with  a  martial 
rhythm  given  out  by  the  kettle-drums,  which  is  taken  up  in 
the  horns  and  other  instruments,  until,  passing  through  a  non¬ 
accord,  it  rests  on  a  second  accord  of  C  with  the  C  flat  in  the 
basses.  This  whole  section,  repeated  a  step  higher,  and  clos¬ 
ing  on  a  second  accord  of  D,  with  C  in  the  basses,  then  runs 
into  an  Andante  sostenuto,  which,  after  a  short  passage  in  the 
brasses,  develops  a  delicate  treatment  of  a  non-accord  on  G 
and  A,  and  after  eight  measures  returns  into  the  first  tempo, 
and,  with  a  short  modulation,  strikes  the  principal  theme, 
which  is  worked  up  to  considerable  length,  when  the  rhythm 
of  the  Introduction  enters  in  a  Coda  of  eight  measures,  con¬ 
necting  with  an  Allegretto  in  polacca  time.  Its  chief  melody 
closes  with  a  trill  cadenza,  after  which  the  violins  respond 
with  a  phrase  based  on  inversion,  followed  by  a  livelier  figure 
of  a  more  pronounced  polacca  character,  which  appears'  alter¬ 
nately  in  the  violins  and  flutes,  and  which  predominates  dur¬ 
ing  the  rest  of  the  movement,  until  its  return  to  the  first  tempo. 
The  Allegro  mosso  con  brio  is  repeated  in  more  extended  form, 
and  with  new  and  enriched  orchestration,  only  to  return  once 
more  to  the  Polacca  intermezzo,  treated  with  similar  varia¬ 
tions  and  leading  into  the  last  Allegro  in  common  time.  Utiliz- 
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ing  the  themes  of  the  march  movement  and  reiterating  the 
more  essential  motives,  it  runs  into  the  Coda,  which  by  the  free 
use  of  the  trumpet  figure  at  the  very  opening  and  a  very 
forcible  ascending  motive  in  the  basses  brings  the  composition 
to  a  close  in  truly  festive  style. 


Hunnenschlacht 

The  “  Hunnenschlacht  ”  (“  The  Battle  of  the  Huns  ”)  was 
suggested  by  Kaulbach’s  cartoon  representing  the  legend  of 
the  battle  in  mid-air  between  the  spirits  of  the  Huns  and  of 
the  Romans  who  had  fallen  before  the  walls  of  their  city.  The 
music  depicts  the  war  of  races  and  the  final  triumph  of  the 
Christian  faith.  The  opening  Allegro  begins  with  the  low 
rumbling  of  kettle-drums,  and  an  ascending  motive  in  the 
minor  scale.  The  ’cellos  start,  and  are  soon  reinforced  by 
the  other  strings  in  unison.  The  diminished  seventh  chord 
is  extensively  employed  in  the  brasses  and  further  on  in  the 
double  basses.  At  a  Piu  mosso  allegro  energico  assai,  these 
chords  in  a  somewhat  altered  form  are  made  the  chief  motive 
for  the  first  part.  After  a  repetition  of  the  opening  theme, 
the  ’cellos  and  bassoons  give  out  the  war-cry,  piano,  as  if  in 
the  far  distance,  to  the  low  rumbling  of  the  drums.  The  time 
then  changes,  and  a  new  rhythmic  motive  enters,  closing  with 
a  short  figure  in  the  violins  which  enhances  the  wild  character 
of  the  music.  During  the  fray  the  trombones  give  out  the 
strains  of  the  chorale,  representing  the  Christian  warriors. 
The  war-cry  motive  resounds  in  all  the  wind  instruments, 
while  the  other  themes  to  which  we  have  drawn  attention,  in 
succession  or  used  jointly,  keep  up  the  turmoil.  Only  twice 
appears  a  new  feature  in  a  succession  of  scale  runs,  fortis¬ 
simo,  in  unison  in  the  strings.  The  peculiar  rhythm  lends 
itself  well  to  the  increasing  stormy  character.  The  fortissi¬ 
mos  grow  into  double  fortissimos,  the  Agitato  into  a  Furioso, 
until  all  the  forces  are  engaged,  and  enter  with  the  whole 
weight  of  the  orchestra  on  an  Andante,  the  chord  being  held 
by  the  higher  instruments,  while  the  basses  of  strings  and 
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brasses  repeat  the  war-cry  double  fortissimo.  They  cease 
abruptly,  and  the  organ  takes  up  the  old  hymn  (“  Crux  fidelis, 
inter  omnes”). 

The  strains  of  the  chorale,  which  sound  as  if  from  afar,  are 
interrupted  by  the  overwhelming  fanfare  opening  the  An- 
idante,  until  the  “  Crux  fidelis  ”  claims  its  right,  and  a  very 
beautiful  scoring  of  the  fine  old  melody,  set  off  by  solo  figures 
for  the  violin,  oboe,  and  flute,  leads  to  a  peaceful  and  restful 
mood.  The  final  Allegro  grows  gradually  into  the  hymn  of 
triumph.  The  war-cry  resounds  only  mezzo  forte,  and  in 
stately,  solemn  tempo  the  chorale  increases  in  breadth  of  instru¬ 
mentation.  The  stretto  opens  a  long  crescendo,  and  the  organ 
finally  joins  the  orchestral  forces,  dominating  the  grand  close 
with  long-held  chords,  while  the  orchestra  accents  only  with 
abrupt  chords  the  pompous  triumphal  march  of  the  victorious 
legions. 


Hungarian  Rhapsody  No.  2 

Liszt  wrote  fifteen  Hungarian  rhapsodies,  all  of  them  orig¬ 
inally  for  piano  solo,  but  many  of  them  have  been  scored  for 
orchestra.  Of  all  these  the  second  is  by  far  the  most  popular 
and  the  most  frequently  heard  in  the  concert-room  and  is 
therefore  selected  for  description.  Its  orchestral  version  was 
made  by  Herr  Muller-Berghaus,  though  another  version  was 
also  made  by  the  composer,  assisted  by  Franz  Doppler.  The 
two  principal  movements  are  the  Lassan,  or  slow  movement, 
and  the  Friska,  or  quick  movement,  of  the  conventional  Hun¬ 
garian  Czardas,  the  national  dance.  The  Lassan  begins  in 
the  clarinets,  violins  and  violas  in  unison,  accompanied  by 
chords  in  the  horns,  trombones  and  basses  and  is  very  ear¬ 
nest  and  resolute  in  character.  A  slow  and  mournful  passage 
follows  in  the  same  instruments  with  a  similar  accompani¬ 
ment,  the  theme  of  which,  after  a  clarinet  Cadenza,  appears  in 
the  flutes  and  oboes.  In  the  next  section,  a  theme  of  the 
Friska  is  suggested  in  the  flute,  harp  and  violas  with  a  pizzi¬ 
cato  string,  triangle  and  bells  accompaniment.  The  same 
melody  is  next  taken  in  a  spirited  manner  in  the  first  violins 
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and  wood  winds,  leading  to  a  second  clarinet  Cadenza,  after 
which  the  first  part  of  the  movement  is  repeated  with  some 
variations  and  comes  to  a  quiet  close.  The  Friska  opens  with 
the  theme  suggested  in  the  Lassan,  announced  in  the  oboe  with 
accompaniment  in  the  violins,  piccolo  and  clarinet.  A  cres¬ 
cendo  follows,  the  time  gradually  growing  more  rapid,  until 
a  climax  is  reached,  and  the  whole  orchestra  gives  out  the 
principal  dance  theme  of  the  Friska,  a  dashing,  brilliant  mel¬ 
ody.  It  is  developed  with  the  greatest  energy,  bringing  out 
at  the  same  time,  some  subsidiaries  in  the  wild  rush.  Near 
the  close  there  is  a  lull  for  an  instant,  and  a  quiet  little  melody 
is  heard,  based  upon  one  of  the  themes,  in  the  clarinet  and 
bassoon.  Then  comes  a  momentary  pause,  followed  by  the 
fortissimo  Coda,  which  brings  this  spirited  work  to  its  close. 


Cantata,  Prometheus 

Liszt’s  cantata  “Prometheus,”  composed  in  1850,  is  based 
upon  the  poem  of  the  same  name,  written  by  Johann  Gott¬ 
fried  von  Herder,  the  court  preacher  of  Weimar.  The  poem 
closely  follows  the  well-known  legend  of  Prometheus’  pun¬ 
ishment  for  stealing  fire  from  heaven,  and  his  ultimate  rescue 
by  Hercules  from  the  vulture  which  preyed  upon  his  vitals. 

In  building  up  his  cantata  Liszt  has  introduced  several 
prologues  from  the  poem  without  music,  which  serve  as  nar¬ 
rators  explaining  the  situations,  linking  and  leading  up  to 
the  musical  numbers,  which  are  mainly  choral.  Thus  the 
opening  prologue  pictures  the  sufferings  of  Prometheus,  the 
crime  for  which  he  is  forced  to  endure  such  a  terrible  penalty, 
and  the  patience,  hope,  and  hero^m  of  the  victim.  The  closing 
lines  introduce  the  opening  chorus  of  sea-nymphs  (“  Prome¬ 
theus,  woe  to  thee!”),  for  female  voices,  arranged  in  double 
parts,  and  set  to  a  restless,  agitated  accompaniment,  expres¬ 
sive  of  fear  and  despair. 

The  second  prologue,  reciting  the  wrath  of  Oceanus  (“  On 
his  swift-winged  ocean  Steed”),  that  mortals  should  have 
dared  to  vex  his  peaceful  waters,  and  the  reply  of  Prome- 
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theus  that  (“on  the  broad  Earth  each  Place  is  free  to  all”), 
introduces  the  choruses  of  Tritons  and  Oceanides.  The  first 
is  a  mixed  chorus  full  of  brightness  and  spirit  (“Freedom! 
afar  from  Land  upon  the  open  Sea”).  Their  exultant  song 
is  followed  by  a  fascinating  melody  (“Hail!  O  Prometheus, 
hail !  ”)  for  female  chorus,  with  short  but  expressive  solos 
for  soprano  and  alto  (“When  to  our  Waters  the  golden  Time 
shall  come”),  the  number  closing  with  double  chorus  in  full, 
rich  harmony  (“  Holy  and  grand  and  free  is  the  gift  of 
Heaven  ”). 

Thereupon  follows  the  third  prologue,  introducing  a  chorus 
of  Dryads  (“Woe  to  thee,  Prometheus”)  of  the  same  general 
character  as  the  opening  chorus  of  sea-nymphs,  and  containing 
a  dramatic  and  declamatory  alto  solo  (“  Deserted  stand  God’s 
sacred  Altars  in  the  old  Forest”).  A  dialogue  follows  between 
Gaea  and  Prometheus,  in  which  the  latter  bravely  defends  his 
course.  As  the  Dryads  disappear,  Prometheus  soliloquizes 
(“This  is,  in  Truth,  the  noblest  Deed”).  A  mixed  chorus 
of  gleaners’  follows  (“With  the  Lark  sweetly  singing”), 
which  is  graceful  and  melodious. 

In  the  next  prologue  Ceres  consoles  Prometheus,  and  while 
she  is  speaking  a  shout  of  gladness  rises  and  Bacchus  appears. 
He  smites  the  rock,  and  at  his  touch  a  bower  of  grape-vines 
and  ivy  boughs  interlaces  over  the  head  of  the  Titan  and 
shadows  him.  This  serves  to  introduce  the  chorus  of  vine¬ 
dressers  (“Hail  to  the  Pleasure-giver”),  a  lively  strain  for 
male  voices  with  an  effective  solo  quartet.  As  Prometheus 
resumes  his  soliloquy,  Hermes  approaches,  leading  Pandora, 
and  seeks  to  allure  him  from  his  purpose  by  her  enchantments, 
but  in  vain.  The  voices  of  the  spirits  in  the  lower  regions 
sing  a  melodramatic  chorus  (“Woe!  woe!  the  sacred  Sleep 
of  the  Dead  has  been  disturbed”).  An  allegro  for  orchestra 
follows,  preluding  the  approach  of  Hercules,  who  kills  the 
vulture,  strikes  the  fetters  off,  and  bids  him  (“  Go  hence  unto 
thy  Mother’s  Throne”).  The  scene  introduces  the  seventh  num¬ 
ber  (“All  human  Foresight  wanders  in  deepest  Night”),  an 
expressive  and  stately  male  chorus  with  solo  quartet. 

The  last  prologue  describes  the  scene  at  the  throne  of 
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Themis,  the  pardon  of  Prometheus,  and  her  assurance  that 
(“Henceforth  Olympus  smiles  upon  the  Earth”).  Pallas 
presents  him  with  a  veiled  figure  as  the  reward  of  his  heroism 
(“  Who  will  bring  to  thy  Race  the  richest  Blessing  —  Truth  ”). 
The  goddess  unveils  her  and  declares  her  name  “  Agathea. 
She  brings  to  man  the  purest,  holiest  gift  —  Charity.”  The 
closing  chorus  of  the  Muses  follows  (“  Of  all  bright  Thoughts 
that  bloom  on  Earth”). 


Cantata,  The  Bells  of  Strashurg 

“  Die  Glocken  des  Strassburger  Munsters  ”  (“  The  Bells 
of  Strasburg  Cathedral”)  was  written  in  1874,  and  is  dedi¬ 
cated  to  the  poet  Longfellow,  from  whose  “  Golden  Legend  ” 
the  composer  took  his  theme  for  musical  treatment.  The  work 
is  written  for  barytone  solo  and  mixed  chorus,  and  is  divided 
into  two  parts  —  a  short  prelude  which  is  entitled  “  Excelsior,” 
andante  maestoso,  and  in  which  this  word  is  several  times 
repeated  by  the  chorus  with  gradually  increasing  power 
from  piano  to  fortissimo ;  and  “  The  Bells,”  which  comprises 
the  principal  part  of  the  work. 

The  second  part  opens  with  a  massive  introduction  in  which 
the  bells,  horns,  and  trumpets  play  an  important  part,  lead¬ 
ing  up  to  the  furious  invocation  of  Lucifer  (“Hasten! 
Hasten!  O  ye  Spirits!”).  Without  a  break  comes  the 
response  of  the  spirits,  first  and  second  sopranos,  altos, 
and  tenors  (“Oh,  we  cannot,  for  around  it”),  followed  by 
the  Latin  chant  of  the  bells  sung  by  tenors  and  basses,  with 
a  soft  tremolo  accompaniment  (“  Laudo  Deum  verum!”). 
Again  with  increasing  power  Lucifer  shouts  his  command 
(“Lower!  Lower!  Hover  downward!”).  As  before,  the 
chorus  responds  in  a  sweet,  harmonious  strain  (“All  thy 
Thunders  here  are  harmless”),  again  followed  by  the  slow 
and  sonorous  chant  of  the  bells  (“  Defunctos  ploro!”). 
Lucifer  reiterates  his  command  with  constantly  increasing 
energy  (“Shake  the  Casements”).  In  its  response  this  time 
the  chorus  is  full  of  energy  and  impetuosity  as  it  shouts  with 
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great  power  (“Oh,  we  cannot!  the  Archangel  Michael  flames 
from  every  Window”).  The  chant  of  the  bells  is  now  taken 
by  the  basses  alone  (“Funera  plango!”).  Lucifer  makes 
his  last  appeal  with  all  the  strength  that  voice  and  orchestra 
can  reach  (“Aim  your  Lightnings”).  In  the  choral  response 
(“The  Apostles  and  the  Martyrs  wrapped  in  Mantles”)  the 
sopranos  and  altos  are  in  unison,  making  with  the  first  and 
second  tenors  a  splendid  effect.  For  the  last  time  the  first 
and  second  basses  sing  the  chant  of  the  bells  (“  Excito 
lentos!”).  With  no  abatement  of  vigor  the  baffled  Lucifer 
sounds  his  signal  for  retreat,  and  the  voices  reply,  sopranos 
and  altos  in  unison  (“Onward!  Onward!  With  the  Night- 
wind”).  As  the  voices  die  away,  choir,  organ,  and  orchestra 
join  with  majestic  effect  in  the  intonation  of  the  Gregorian 
chant  (“Nocte  surgentes”). 


Oratorio,  The  Legend  of  the  Holy  Elizabeth 

The  oratorio,  “  Legend  of  the  Holy  Elizabeth,”  was  written 
in  1864,  and  first  produced  August  15,  1865,  upon  the  occasion 
of  the  twenty-fifth  anniversary  of  the  Conservatory  of  Pesth- 
Ofen.  The  text  is  by  Otto  Roquette,  and  was  inspired  by 
Moritz  von  Schwind’s  frescos  at  the  Wartburg  representing 
scenes  in  the  life  of  the  saint.  The  characters  introduced  in 
the  oratorio  are  Saint  Elizabeth,  Landgrave  Ludwig,  Land¬ 
grave  Hermann,  Landgravine  Sophie,  a  Hungarian  Magnate, 
the  Seneschal,  and  the  Emperor  Frederick  II.  The  work  is 
laid  out  in  two  parts,  each  having  three  scenes. 

The  first  scene  opens  with  a  long  orchestral  introduction, 
working  up  to  a  powerful  climax,  and  based  mainly  upon  a 
theme  from  the  old  church  service,  which  is  Elizabeth's 
motive,  and  is  frequently  heard  throughout  the  work.  An 
animated  prelude  which  follows  it  introduces  the  opening 
chorus  (“Welcome  the  Bride”).  A  brief  solo  by  Landgrave 
Hermann  (“Welcome,  my  little  Daughter”)  and  another 
of  a  national  character  by  the  Hungarian  Magnate  attending 
the  bride  intervene,  and  again  the  chorus  break  out  in  noisy 


LISZT 


251 


welcome.  After  a  dignified  solo  by  Hermann  and  a  brief 
dialogue  between  Ludwig  and  Elizabeth,  a  light,  graceful 
allegretto  ensues,  leading  up  to  a  children’s  chorus  (“  Mer¬ 
riest  Games  with  thee  would  we  play”).  At  its  close  the 
chorus  of  welcome  resumes,  and  the  scene  ends  with  a  ritor- 
nelle,  foreboding  the  sorrow  which  is  fast  approaching. 

The  second  scene,  after  a  short  prelude,  opens  with  Lud¬ 
wig’s  hunting-song  (“From  the  Mists  of  the  Valleys”).  As 
he  meets  Elizabeth,  a  dialogue  ensues,  leading  up  to  a  brief 
chorus  (“The  Lord  has  done  a  Wonder”),  and  followed  by 
an  impressive  duet  in  church  style  (“  Him  we  worship  and 
praise  this  Day”).  The  scene  closes  with  an  ensemble,  a 
duet  with  full  choral  harmony,  worked  up  with  constantly 
increasing  power  and  set  to  an  accompaniment  full  of  rich 
color  and  brilliant  effect. 

The  third  scene  opens  with  the  song  of  the  Crusaders 
(“In  Palestine,  the  Holy  Land”,),  the  accompaniment  to 
which  is  an  independent  march  movement.  The  stately 
rhythm  is  followed  by  a  solo  by  the  Landgrave,  bidding  fare¬ 
well  to  Elizabeth  and  appealing  to  his  subjects  to  be  loyal 
to  her.  The  chorus  replies  in  a  short  number,  based  upon  the 
Hungarian  melody  which  has  already  been  heard.  Elizabeth 
follows  with  a  tender  but  passionate  appeal  to  her  husband 
(“Oh,  tarry!  Oh,  shorten  not  the  Hour”),  leading  to  a  solo 
(“With  Grief  my  Spirit  wrestles”),  which  is  full  of  the  pain 
of  parting.  A  long  dialogue  follows  between  them,  inter¬ 
rupted  here  and  there  by  the  strains  of  the  Crusaders,  in 
which  finally  the  whole  chorus  joins  with  great  power  in  a 
martial  but  sorrowful  style.  As  it  comes  to  a  close,  the 
orchestra  breaks  out  into  the  Crusaders’  March,  the  time  grad¬ 
ually  accelerating  as  well  as  the  force,  until  it  reaches  a 
tremendous  climax.  The  chorus  once  more  resumes  its  shout 
of  jubilee,  and  the  brilliant  scene  comes  to  an  end. 

In  the  fourth  scene  a  slow  and  mournful  movement,  fol¬ 
lowed  by  an  Allegro  ominous  and  agitated  in  style,  introduces 
the  Landgravine  Sophie,  the  evil  genius  of  the  Wartburg. 
The  tidings  of  the  death  of  Ludwig  have  come,  and  with  fierce 
declamation  she  orders  Elizabeth  away  from  the  castle.  The 
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latter  replies  with  an  aria  (“Oh,  Day  of  Mourning,  Day  of 
Sorrow!”)  marked  by  sorrowful  lamentation.  Sophie  again 
hurls  her  imprecations,  and  a  dramatic  dialogue  ensues,  which 
takes  the  trio  form  as  the  reluctant  Seneschal  consents  to 
enforce  the  cruel  order.  Once  more  Elizabeth  tenderly  appeals 
to  her  in  the  aria  (“  Thou  too  art  a  Mother”).  Sophie  impa¬ 
tiently  and  fiercely  exclaims  (“No  longer  tarry!”).  The 
scene  comes  to  an  end  with  Elizabeth’s  lament  as  she  goes  out 
into  the  storm. 

The  fifth  scene  opens  with  a  long  declamatory  solo  by 
Elizabeth,  in  which  she  recalls  the  dream  of  childhood  — 
closing  with  an  orchestral  movement  of  the  same  general 
character.  It  is  followed  by  the  full  chorus  (“  Here  ’neath 
the  Roof  of  Want”),  which  after  a  few  bars  is  taken  by  the 
sopranos  and  altos  separately,  closing  with  chorus  again  and 
soprano  solo  (“Elizabeth,  thou  holy  One”).  The  death- 
scene  follows  (“This  is  no  earthly  Night”).  Her  last  words 
(“Unto  mine  End  thy  Love  has  led  me”)  are  set  to  music 
full  of  pathos,  and  as  she  expires,  the  instrumentation  dies 
away  in  peaceful,  tranquil  strains.  A  semi-chorus  (“  The 
Pain  is  over”)  closes  the  scene,  the  ritornelle  at  the  end 
being  made  still  more  effective  by  the  harps,  which  give  it  a 
celestial  character. 

The  last  scene  opens  with  an  interlude  which  gathers  up 
all  the  motives  of  the  oratorio  —  the  Pilgrim’s  Song,  the  Cru¬ 
saders’  March,  the  Church  Song,  and  the  Hungarian  Air  — 
and  weaves  them  into  a  rich  and  varied  texture  for  full 
orchestra,  hells,  and  drums,  forming  the  funeral  song  of 
Elizabeth.  It  is  followed  by  a  solo  from  the  Emperor  (“  I  see 
assembled  round  the  Throne”) — a  slow  and  dignified  air, 
leading  to  the  great  ensemble  closing  the  work,  and  descrip¬ 
tive  of  the  canonization  of  Elizabeth.  It  begins  as  ah  an- 
tiphonal  chorus  (“Mid  Tears  and  solemn  Mourning”),  the 
female  chorus  answering  the  male  and  closing  in  unison. 
Once  more  the  Crusaders’  March  is  heard  in  the  orchestra  as 
the  knights  sing  (“  O  Thou  whose  Life-blood  streamed •”,).  The 
church  choir  sings  the  chorale  (“Decorata  novo  flore”),  the 
Hungarian  and  German  bishops  intone  their  benedictions, 
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and  then  all  join  in  the  powerful  and  broadly  harmonious 
hymn  (“  Tu  pro  nobis  Mater  pia”),  closing  with  a  sonorous 
and  majestic  “Amen.” 


Missa  Solennis 

Liszt’s  “  Missa  Solennis  ”  was  first  heard  in  this  country  at 
one  of  the  Cincinnati  festivals.  F or  that  occasion,  Otto  Singer, 
who-  had  made  a  profound  study  of  all  of  Liszt’s  music  and 
who  was  recognized  as  a  Liszt  authority,  prepared  a  synopsis 
of  the  Mass,  from  which,  with  the  writer’s  permission,  we 
quote : 

“  In  Beethoven’s  Mass,  the  forms  of  the  single  parts  of  the 
‘  Eyrie,’  ‘  Gloria  ’  and  ‘  Credo,’  are  of  really  enormous  and  unprece¬ 
dented  proportions.  Besides,  Beethoven’s  conception  of  the  text 
varies  almost  always  from  the  ordinary  meaning  attached  to  it. 
Here  lies  a  characteristic  difference  between  his  and  Liszt’s  work. 
The  latter  does  not  permit  himself  to  make  such  bold  deviations 
from  the  customary  style  of  the  masses ;  in  his  ‘  Missa  Solennis,’  the 
single  parts  do  not  grow  to  such  immense  size  as  in  Bach  or 
Beethoven;  it  is  more  the  religious  than  the  musical  standpoint  from 
which  he  starts.  It  is  true  that  he  uses,  besides  the  organ,  all  the 
ample  means  of  instrumentation  which  the  orchestra  of  the  present 
time  affords,  but  the  vocal  part,  represented  by  a  chorus  and  solo 
quartet,  takes  everywhere  the  most  important  position. 

“  The  ‘  Eyrie,’  in  spite  of  a  powerful  climax  in  the  middle, 
retains  throughout  the  character  of  a  solemn  introduction.  In  it,  as 
in  all  the  other  movements,  we  meet  the  same  ‘  thematic  unity  ’  so 
familiar  to  us  from  his  symphonies.  The  ‘  Gloria  ’  is,  perhaps,  the 
grandest  part  of  the  mass.  The  fugue,  ‘  Cum  sancto  spirito,’  that  fol¬ 
lows  later,  is  of  a  primitive  force,  enlivened  by  a  very  pregnant 
rhythm.  After  the  introduction  of  the  four  vocal  parts,  it  is  con¬ 
structed,  not  in  polyphonic,  but  homophonic  manner;  the  fugue  is 
taken  up  by  the  orchestra  and  opposed  by  the  solid  mass  of  the 
chorus. 

“  The  chief  theme  of  the  following  ‘  Credo  ’  contains  a  strong, 
convincing,  and  joyous  confession  of  faith.  The  ‘  Crucifixus  ’  comes 
forth  with  sombre  originality  at  first,  and  rises  higher  and  higher 
until  it  becomes  the  outcry  of  pain  and  repentance  of  a  whole 
world.  The  contrasts  of  ‘  Vivos  et  Mortuos  ’  are  of  a  truly  grand 
effect.  The  following  ‘  Sanctus  ’  is  simple,  melodious,  and  comprehen- 
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sible,  though  very  polyphonic.  The  ‘  Benedictus  ’  for  four  solo  voices, 
with  its  wonderful  softness  and  delicacy,  will  give  the  inmost  con¬ 
tentment  to  all  who  possess  true  musical  and  religious  feeling.  In 
the  final  movement,  the  ‘  Agnus  Dei  ’  and  ‘  Dona  nobis  Pacem,’  we 
meet  with  a  recapitulation  of  the  chief  motives  of  the  mass  —  the 
*  Credo  ’  and  ‘  Gloria  ’  —  and  after  that  the  work  is  concluded  with 
the  theme  of  the  ‘  Kyrie.’  ” 


LOEFFLER 


1861- 

Symphonic  Poem,  Death  of  Tintagiles.  Op.  6 

THE  music  of  Loeffler’s  symphonic  poem,  “  Death  of  Tin¬ 
tagiles,”  is  set  to  one  of  the  three  little  melodramatic 
dramas  by  Maeterlinck  and  is  written  for  grand  orchestra 
with  two  solo  parts  for  viol  d’amour  *  In  the  drama,  Tinta¬ 
giles,  a  child  and  future  sovereign  of  a  legendary  land,  his 
sisters,  Ygraine  and  Bellangere,  and  Aglevami,  an  old  war¬ 
rior,  are  found  upon  an  island,  where  dwells  the  old  queen  in 
her  gloomy  castle.  She  is  bent  upon  keeping  Tintagiles  from 
the  throne,  and  at  last  her  handmaidens  find  an  opportunity  to 
seize  him  in  spite  of  his  sister’s  efforts  to  prevent  them. 
Ygraine  herself  is  thrown  into  a  dungeon.  As  the  Queen 
is  carrying  the  child  past  Ygraine,  he  struggles  and  implores 
his  sister  to  save  him.  She  tries  to  force  the  door,  but  it 
will  not  yield,  and  the  death  of  Tintagiles  completes  the 
tragic  scene.  The  symphonic  poem  opens  with  music  descrip¬ 
tive  of  a  storm,  in  the  tumult  of  which  is  heard  a  melodious 
motive.  As  the  storm  subsides  a  passage  occurs  with  bass 
clarinet  accompaniment  in  the  two  viols  d’amour,  flute,  clar¬ 
inet  and  violas.  A  slower  movement  follows  in  which  the 
viols  (supposed  to  represent  Tintagiles  and  his  sister  Ygraine) 
have  a  theme  which  soon  passes  to  the  clarinets  and  harps. 
This  is  succeeded  by  an  Allegro  molto,  followed  by  an  Allegro 
vivace,  in  which  the  storm  theme  and  opening  melody  are 
elaborated.  After  the  storm  has  entirely  passed  the  two 
viols  are  again  heard  over  a  melody  in  bass  clarinet  and  resume 
the  passage  in  the  opening  of  the  movement.  The  development 

*  An  ancient  member  of  the  violin  family  having  supplementary- 
strings  which  vibrate  in  sympathy  with  the  strings  commonly  used. 
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of  this  material  grows  more  agitated  and  at  last  becomes 
furious.  The  conclusion  is  very  effective.  The  Coda  begins 
fortissimo,  and  after  the  stroke  of  midnight,  the  bell  effect 
being  produced  on  the  harp,  subsides  to  a  quiet  Adagio.  The 
two  viols  again  take  up  their  cantabile  theme,  and  the  music 
dies  away  in  sustained  piano  chords  in  the  trombones,  trum¬ 
pets,  horns,  and  wood  winds. 

Symphonic  Fantasia,  The  Devil’s  Villanelle.  Op.  9 

That  Mr.  Loeffler  has  a  decided  penchant  for  the  weird  and 
fantastic  is  shown  by  his  choice  of  subjects  for  musical  illustra¬ 
tion,  and  particularly  by  that  of  “  The  Devil’s  Villanelle,” 
written  for  orchestra  and  organ,  after  a  poem  by  M.  Rollinet. 
His  muse  is  a  sombre  creature.  In  these  villanelles,  or 
couplets,  followed  by  alternate  refrains,  the  refrain  in  one 
case  being  the  cheerful  announcement  “  Hell’s  a-burning, 
burning,  burning,”  and  in  the  other  the  fateful  intelligence 
that  “  The  Devil  prowling  roves  about,”  we  have  picturesque 
sketches  of  His  Satanic  Majesty  in  various  shapes,  prowling 
about  on  the  earth  and  underground,  skipping  along  the  rail¬ 
roads,  flying  through  the  air,  “  floating  as  in  a  bubble,  squirm¬ 
ing  as  a  worm,  disguised  as  a  flower,  dragon  fly,  woman,  black 
cat,  green  snake,  a  grand  seignior,  student,  teacher,”  and  in 
numerous  other  disguises,  always  bent  upon  evil  designs.  The 
final  couplet,  “  My  clock  strikes  midnight.  If  I  should  go  to 
see  Lucifer !  Hell’s  a-burning,  burning,  burning,  the  Devil 
prowling  roves  about,”  perhaps  indicates  the  fate  of  the 
victim  whose  clock  has  just  struck.  The  music  which  the  com¬ 
poser  has  set  to  this  diabolic  fantasia  is  absolutely  of  the 
program  kind.  The  villanelle  refrains  have  their  correspond¬ 
ing  musical  refrains.  Each  couplet  also  has  its  musical  rep¬ 
resentation  in  most  characteristic  tones,  calling  for  all  the 
resources  of  the  orchestra.  The  fantasia  is  a  tonal  melange 
thrown  together  with  extraordinary  skill,  and  often  in  very 
melodious  style.  As  musical  devices  to  explain  the  text  they 
are  of  a  most  ingenious  sort,  but  they  do  not  leave  a  very  good 
taste  in  the  mouth. 


MACDOWELL 


1861-1908 

Symphonic  Poem,  Lancelot  and  Elaine.  Op.  25 

THE  lamented  composer,  whose  untimely  and  peculiarly 
sad  death  occurred  in  1908,  wrote  the  symphonic  poem, 
“Lancelot  and  Elaine,”  in  1884.  In  a  letter  to  a  friend  the 
composer  says : 

“  It  is  one  of  the  results  of  the  fascination  that  so-called  ‘  program 
music’  had  over  me  at  the  time.  I  can  only  say  that  if  it  gives 
the  public  pleasure  or  brings  to  it  in  any  degree  some  remem¬ 
brance  of  Tennyson’s  beautiful  poem,  I  shall  have  succeeded  in 
my  aim.  The  name  ‘  Lancelot  and  Elaine  ’  was  given  to  the  music 
simply  because  the  latter  was  suggested  by  the  poem,  in  my  most 
enthusiastic  ‘  program  music  ’  days.  I  would  never  have  insisted 
that  this  symphonic  poem  need  mean  ‘  Lancelot  and  Elaine  ’  to 
every  one.” 

But  in  spite  of  this  seeming  disclaimer,  “  Lancelot  and 
Elaine  ”  this  symphonic  poem  will  remain.  The  opening 
theme  for  the  strings  is  indicated  by  the  composer  in  the  score 
as  describing  Lancelot  and  Elaine.  It  speedily  passes  over 
to  the  wood  winds,  accompanied  in  the  strings.  The  horns 
shortly  announce  a  march  theme  with  accompaniment  in  ’cellos 
and  basses  describing  the  ride  to  the  tournament.  This  is 
worked  up  to  a  climax,  and  dies  away  as  Lancelot  comes  to  the 
castle  of  Elaine’s  father.  A  solo  for  oboe  with  delicate 
accompaniment  in  strings  and  wood  winds  is  the  Elaine  theme. 
This  is  followed  by  a  vigorous  announcement  of  the  opening 
theme,  indicating  the  summons  to  the  contest.  The  tourna¬ 
ment  reaches  its  height  through  a  vigorous  crescendo,  in  which 
is  heard  Lancelot’s  motive  in  horns,  bassoons,  clarinets,  and 
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oboe,  a  trill  in  the  flutes  and  violins  announcing  his  victory. 
In  the  next  episode  Lancelot’s  downfall  and  Elaine’s  grief 
are  pictured.  The  Lancelot  theme  is  again  taken  up  in  violins, 
bassoons,  and  clarinets,  with  ’cello  and  bass  accompaniment, 
representing  his  return  to  camp.  A  figure  in  full  orchestra 
describes  an  interview  with  Guinevere.  The  work  closes 
sadly,  with  a  musical  picture  of  the  barge  bearing  Elaine,  with 
the  lily  in  one  hand  and  in  the  other  the  message  of  Lancelot. 


Indian ,  Suite ,  No.  2.  Op.  Jf8 

The  “Indian”  Suite  was  first  performed  in  1896.  Its  title 
is  closely  descriptive  of  the  contents,  as  appears  from  the  fol¬ 
lowing  statement  by  the  composer: 

“  The  thematic  material  of  this  work  has  been  suggested  for  the 
most  part  by  Indian  melodies.  Their  occasional  similarity  to  North¬ 
ern  European  themes  seems  to  the  author  a  direct  testimony  in  cor¬ 
roboration  of  Thorfinn  Karlsefin’s  Saga.  The  opening  theme  of  No.  3, 
for  instance,  is  very  similar  to  the  (presumably  Russian)  one  made 
use  of  by  Rimsky-Korsakov  in  the  third  movement  of  his  symphony, 
‘  Antar.’  ” 

The  five  divisions  of  the  suite  are  as  follows:  1.  “  Legend.” 
2.  “Love  Song.”  3.  “  In  War  Time.”  4.  “  Dirge.”  5.  “  Village 
Festival.”  The  opening  movement,  it  is  said,  was  suggested 
to  the  composer  by  Aldrich’s  Indian  legend,  “  Mianto- 
wona.”  The  horns  give  out  two  themes  which  are  purely 
Indian,  one  of  them  strong,  the  other  soft.  These  lead  to 
the  movement  proper,  which  is  constructed  from  the  second 
theme,  developed  in  a  style  peculiar  to  Indian  melodies.  The 
second  movement  opens  with  a  love  song  which  is  a  repro¬ 
duction  of  a  love  song  of  the  Iowas.  It  is  tender  and  •plaintive, 
and  its  effectiveness  is  greatly  increased  by  the  beautiful 
accompaniment  and  episodes  with  which  the  composer  has 
enriched  it.  The  third  movement  is  warlike  in  character,  as 
is  indicated  by  the  direction,  “  with  rough  vigor,  almost 
savagely.”  It  is  a  fitting  prelude  to  the  dirge  of  the  fourth 
movement,  which  is  introduced  by  the  tolling  of  bells,  or  an 
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effect  similar  to  it.  The  song  itself  is  of  a  most  mournful 
kind,  and  at  times  conveys  the  very  intensity  of  grief,  but 
at  last  dies  quietly  away.  In  the  last  movement  the  composer 
introduces  two  Iroquois  themes,  the  first  announced  in  the 
violins  pizzicato  and  the  second  in  the  flute  and  piccolo  with 
string  and  wood  wind  accompaniment.  They  represent  a 
war  song  and  woman’s  dance  and  are  typical  of  an  Indian 
festival. 


MACKENZIE 


1847- 

The  Rose  of  Sharon 

“^T'HE  Rose  of  Sharon,”  a  dramatic  oratorio  founded  on 

A  the  Song  of  Solomon,  the  words  selected  from  the 
Scriptures  and  arranged  by  Joseph  Bennett,  was  first  brought 
out  at  the  Norwich  festival,  England,  October  16,  1884.  The 
characters  are  the  Rose  of  Sharon,  designated  throughout  the 
work  as  the  Sulamite,  soprano;  a  woman,  contralto;  the  Be¬ 
loved,  tenor;  and  Solomon,  barytone.  The  work  is  divided  as 
follows:  Prologue;  Part  I,  Separation;  II,  Temptation;  III, 
Victory;  IV,  Reunion;  V,  Epilogue.  The  motto  of  the  oratorio 
is  “  Love  is  strong  as  death,  and  unconquerable  as  the  grave.” 
This  motto  has  its  musical  theme  as  well  as  each  of  the  three 
principal  characters.  The  woman  acts  the  part  of  narrator, 
and  after  a  brief  orchestral  prelude  she  is  heard  declaring  the 
meaning  and  spiritual  significance  of  the  story. 

The  oratorio  opens  in  the  vineyard  of  Sulam  as  the  vine¬ 
dressers  come  forth  to  their  labor.  The  orchestral  part  begins 
with  the  melody  of  the  Vineyard  Song  (“We  will  take  the 
Foxes”),  and  serves  to  introduce  their  chorus,  a  joyous  pas¬ 
toral  (“Come,  let  us  go  forth  into  the  Field”).  As  they 
disappear,  the  voice  of  the  Beloved  is  heard  singing  a  tender 
and  passionate  appeal  beneath  the  Sulamite’s  lattice'  (“  Rise 
up,  rise  up,  my  Love”)  as  he  urges  her  to  join  him.  Her 
reply  follows  from  within  her  chamber,  closing  with  the 
Vineyard  Song  (“We  will  take  the  Foxes,  the  little  Foxes  that 
ravage  the  Vines”).  She  descends  from  her  chamber  and 
joins  the  Beloved,  and  their  voices  unite  in  a  delightful  duet 
(“Come,  Beloved,  into  the  Garden  of  Nuts”).  Once  more 
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the  chorus  of  the  vine-dressers  is  heard  and  at  its  close,  after 
an  intermezzo  descriptive  of  the  joys  of  a  spring  morning, 
the  scene  changes  to  Lebanon.  A  short  alto  solo  announces 
the  coming  of  Solomon,  and  the  pastoral  music  is  followed  by 
a  stately  processional  march,  accompanied  by  chorus  (“  God 
save  the  King!”).  Solomon  beholds  the  Sulamite,  and  pours 
forth  his  admiration  in  a  rapturous  song  (“Thou  art  lovely, 
O  my  Friend,  as  Thirza”).  A  dramatic  scene  ensues,  in 
which  the  Beloved  and  the  Sulamite  seek  to  escape  (“Out  of 
the  Caves  of  the  Lion  and  from  the  Haunt  of  the  Leopard”). 
She  is  brought  back  by  an  elder,  and  again  Solomon  pleads 
his  cause  in  a  passionate  declamation.  She  replies  (“My 
Beloved  is  to  me  a  Nosegay  of  Myrrh”),  and  clings  to  her 
lover,  who  once  more  seeks  to  escape  with  her;  whereupon 
she  is  seized  and  placed  in  one  of  the  King’s  chariots,  and  the 
cavalcade  moves  off  to  the  brilliant  strains  of  the  cortege  music, 
accompanied  by  the  chorus. 

The  second  part,  “Temptation,”  introduces  us  to  Solomon’s 
palace,  where  the  Sulamite  is  alone,  pining  for  her  lover.  The 
scene  opens  with  the  psalm  (“The  Lord  is  my  Shepherd”), 
set  to  a  simple,  charming  melody.  As  it  comes  to  an  end,  the 
women  of  the  court  insiduously  plead  the  cause  of  Solomon, 
and  seek  to  shame  her  love  for  the  Beloved,  but  the  Sulamite 
remains  loyal,  and  only  answers  (“  My  Beloved  pastures  his 
Flocks  among  the  Lilies.  My  Beloved  is  mine,  and  I  am  his  ”). 
The  temptation  is  interrupted  by  the  procession  of  the  ark, 
accompanied  by  the  glad  acclaim  of  the  people  (“  Make  a 
joyful  Noise  unto  the  Lord,  all  ye  Lands”),  and  a  brilliant 
march.  As  Solomon  comes  in  sight  the  entire  chorus  trium¬ 
phantly  repeat  (“God  Save  the  King!”).  The  women  once 
more  appeal  to  the  Sulamite;  but  she  still  loyally  declares 
(“My  Beloved  pastures  his  Flocks  among  the  Lilies;  lo!  Solo¬ 
mon  in  all  his  Glory  is  not  arrayed  like  one  of  these  ”). 

The  third  part,  “  Victory,”  opens  with  an  orchestral  prel¬ 
ude.  The  voice  of  the  Beloved  is  heard  without  the  chamber 
(“Open  to  me,  my  Sister,  my  Bride”).  It  reaches  her  in  a 
dream,  and  in  fancy  she  replies  to  him,  clothes  herself,  and 
searches  for  him  in  the  streets;  but  when  she  accosts  the 
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watchmen,  they  are  so  rude  that  her  fright  awakes  her.  She 
is  still  a  prisoner  in  the  palace,  and  the  women  about  her 
announce  the  coming  of  Solomon.  He  pleads  his  cause  in  a 
passionate  song  (“  Ere  the  Day  cool  and  the  Shadows  flee 
away  ”) ;  and  she  replies  with  another  protestation  of  her 
constancy  in  the  solo  (“Lo!  a  Vineyard  hath  Solomon  at 
Baalhamon”)-  The  situation  is  heightened  by  a  duet  and  by 
the  mocking  chorus  of  women;  but  above  them  all  still  sings 
the  brave  Sulamite  (“  My  Beloved  is  mine,  and  I  am  his  ”). 

The  fourth  part  brings  us  back  again  to  the  vineyards  of 
Sulam.  It  opens  with  a  melancholy  chorus  of  the  vine¬ 
dressers  (“O  Lord,  be  gracious  unto  us”),  lamenting  her 
absence,  followed  by  a  bass  solo  (“  Thus  saith  the  Lord  ”),  and 
a  chorale  in  full  broad  harmony.  At  last  the  victorious 
Sulamite  is  seen  coming  up  from  the  valley  leaning  on  the 
arm  of  the  Beloved.  All  join  in  a  powerful  and  exultant 
chorus  of  gratitude  and  joy  (“  Sing,  O  Heavens,  and  be  joyful, 
O  Earth”).  A  rapturous  duet  ensues  between  the  Sulamite 
and  the  Beloved,  and  then  all  join  in  the  spirited  Finale  (“  For 
the  Flame  of  Love  is  as  Fire”). 


MAHLER 


1860- 

Symphony  No.  1  in  D  Major 

1.  Langs  am  schleppend.  3.  Feierlich  und  gemessen. 

2.  Kraitig  bewegt.  4.  Sturmlich  bewegt. 

MAHLER’S  First  Symphony  was  finished  in  1888  and 
was  first  performed  at  Budapest  under  the  composer’s 
direction.  The  various  movements  were  thus  described  on  the 
original  program:  I.  Spring  and  no  end.  II.  Mosaic. 
III.  Under  full  sail.  IV.  The  Hunter’s  funeral  procession. 

The  first  movement  opens  with  an  introduction  which  is 
intended  to  describe  the  awakening  of  Nature  at  early  dawn. 
The  cuckoo’s  song  is  heard  in  the  clarinets  and  there  are 
distant  trumpet  calls.  A  subject  for  the  ’cellos  and  double 
hasses  leads  into  the  main  movement,  the  theme  of  which, 
given  out  in  the  ’cellos  and  double  basses  is  a  song  of  the 
composer’s,  written  some  time  before.  After  the  working  up 
of  this  material  and  the  reappearance  of  parts  of  the  intro¬ 
duction  a  new  theme  appears  in  the  horns,  followed  by  another 
in  the  ’cellos.  Development  is  followed  by  a  crescendo  and 
this  leads  to  a  recapitulation,  closing  the  movement. 

The  second  movement  is  largely  constructed  out  of  a  theme 
announced  in  the  wood  winds.  After  the  Trio  there  is  a 
passage  for  violins  and  ’cellos,  and  the  movement  closes  with 
a  return  of  the  first  theme. 

The  third  movement,  a  dead  march,  opens  with  muffled 
drums,  followed  by  a  subject  taken  from  an  old  French  canon 
and  given  out  in  the  double  basses.  The  oboe  next  takes  up 
the  theme,  followed  by  tuba  and  clarinet,  and  during  the 
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playing  of  the  latter  the  oboe  enters  with  a  counter  theme. 
It  next  appears  as  a  canon  for  flutes,  English  horn  and  clar¬ 
inets.  After  a  retard,  the  oboes  enter  with  a  new  theme,  a 
counter  theme  appearing  in  the  trumpets,  followed  by  a  passage 
for  bass  drums  and  cymbals.  A  change  of  key  ensues  and  intro¬ 
duces  a  folk  song  in  the  first  violins.  The  principal  subject 
now  returns  and  after  development,  the  movement  closes. 

The  last  movement  opens  “  Stiirmisch  ”  in  full  orchestra, 
after  which  a  theme  heard  in  the  first  movement  returns, 
which  is  worked  up  in  most  strenuous  fashion,  leading  to  a 
new  passage  for  first  violins.  Parts  of  the  introduction  again 
appear  and  the  movement  grows  more  and  more  “  stiirmisch.” 
After  most  elaborate  development,  a  vigorous  crescendo  leads 
to  a  climax,  and  the  end  is  reached  in  a  massive  display  by  full 
orchestra. 


Symphony  No.  )+  in  G  Major 

1.  Bedachtig.  3.  Ruhevoll. 

2.  Ik  gemachlicher  Bewegukg.  4.  Sehr  behaglich. 

Mahler’s  Fourth  Symphony  was  written  in  1900  and  per¬ 
formed  for  the  first  time  in  Munich  in  1904.  It  is  scored  for 
a  very  full  orchestra,  including  in  addition  to  the  usual  instru¬ 
ments,  bass  drum,  triangle,  gong,  glockenspiel,  and  has  be¬ 
sides  a  soprano  part  in  the  last  movement.  In  the  opening 
movement  the  theme  is  given  out  in  the  first  violins,  following 
which  is  a  subject  in  the  other  strings.  The  oboe  and  first 
violins  take  it  up,  leading  to  new  material.  After  a  return 
of  the  first  theme,  a  new  melody  appears  in  the  flutes  with 
pizzicato  accompaniment  in  the  double  basses.  Further 
development  leads  to  a  climax  and  recapitulation.  The  second 
theme  is  heard  in  the  second  violins,  violas  and  oboes,  and  the 
movement  closes  with  hints  of  the  opening  theme. 

The  second  movement  opens  with  a  theme  for  the  horn, 
followed  by  another  for  solo  violin.  The  muted  strings  take 
up  a  lively  melody,  followed  by  the  horn  motive  in  horns  and 
double  bassoon.  A  subject  for  clarinets  is  followed  by  devel- 
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opment  leading  to  a  theme  in  the  clarinets,  with  harp  and 
string  accompaniment.  The  movement  closes  with  develop¬ 
ment  of  the  thematic  portions. 

The  third  movement  begins  with  a  theme  in  the  lower  strings 
which  is  also  treated  in  the  double  basses.  A  new  subject 
now  appears  in  the  oboe  and  violins,  followed  by  a  theme 
in  the  ’cellos  with  counter  theme  in  the  clarinets.  All  this 
material  is  worked  up,  the  movement  ending  pianissimo. 

The  Finale  is  principally  noticeable  for  the  introduction  of 
the  soprano  voice  in  a  setting  of  an  old  Bavarian  folk  song, 
“  Der  Himmel  hangt  voll  Geigen  ”  (“  The  Sky  hangs  full  of 
Fiddles  ”),  orchestral  interludes  and  fragments  of  themes 
following  each  stanza. 


Symphony  No.  8 

Mahler’s  gigantic  Eighth  Symphony  was  first  produced  in 
this  country  by  the  Philadelphia  Symphony  Orchestra,  March 
1,  1916,  under  the  direction  of  its  conductor,  Leopold  Sto- 
kovski,  and  was  repeated  eight  times.  It  was  also  given  by 
the  same  orchestra  in  New  York,  April  9,  1916.  That  the 
appellation  “  gigantic  ”  is  not  exaggerated  is  shown  by 
the  fact  that  upon  these  occasions  in  addition  to  the  regular 
orchestra,  celeste,  pianoforte,  organ  and  mandolin,  and  an 
extra  force  of  four  trumpets  and  three  trombones,  a  total  of 
110  instruments,  were  employed.  The  choral  force  numbered 
950,  including  three  sopranos,  two  altos,  one  tenor,  one  bary¬ 
tone  and  one  bass  soloist,  two  mixed  choruses  and  a  boy  choir. 
The  extra  four  trumpets  and  three  trombones  were  played 
from  proscenium  boxes  to  give  added  effect  to  the  “  Gloria  ”  of 
the  Latin  Hymn  which  forms  the  material  of  the  first  section 
of  the  work.  One  can  hardly  call  Mahler’s  Eighth  a  symphony 
in  the  old  classic  form  and  yet  in  its  first  section  it  retains  a 
relation  to  the  sonata  form  in  the  manner  in  which  the  themes 
are  stated,  and  in  its  second  section  one  may  trace  the 
Adagio,  Scherzo,  and  Finale,  greatly  modernized.  To  present 
a  detailed  analysis  of  this  involved  work  would  require  a 
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presentation  of  nearly  the  whole  score,  so  involved  is  it  and 
so  closely  interrelated  are  the  instrumental  and  vocal  parts, 
the  whole  dominated  by  the  main  theme  of  the  first  part. 

Stated  in  a  general  way  this  so-called  symphony  is  a  musical 
setting  of  the  ancient  Latin  hymn,  “  Veni,  Creator  spiritus,” 
which  by  some  has  been  attributed  to  Hrabanus,  Archbishop 
of  Rheims,  and  by  others  to  Charlemagne,  and  of  a  scene  from 
the  second  part  of  Goethe’s  “Faust.”  The  first  section  opens 
with  a  choral  statement  of  the  main  theme,  “Veni,  Creator,” 
which  is  then  taken  up  in  the  orchestra,  repeated  by  chorus, 
and  followed  by  a  second  theme  in  the  violins.  Theme  after 
theme  appear  with  all  their  variations,  in  orchestra  and  chorus 
and  solo  voice,  the  climax  of  the  part  being  reached  in  a  mighty 
double  fugue,  which  unites  the  various  themes  and  leads  to  the 
main  one  and  the  close  of  the  section. 

An  orchestral  interlude,  which  has  been  called  “  a  land¬ 
scape  in  tones,”  leads  to  the  second  section  devoted  to  the 
transfiguration  of  Gretchen.  The  philosophical  sentimental¬ 
ist  may  trace  a  connection  between  the  pleading  of  the  “  Veni, 
Creator  spiritus  ”  and  the  “  eternal  feminine  ”  of  Goethe, 
and  the  mystic  evolve  many  meanings  out  of  this  strange 
music,  but  the  ordinary  hearer  will  find  his  delight  in  the 
chorus  of  the  Anchorites,  the  song  of  the  Pater  ecstaticus, 
the  Chorus  of  the  Angels,  the  Rose  Chorus,  the  devotional 
hymn  of  Doctor  Marianus,  the  song  of  the  three  Marys, 
Gretchen’s  supplication,  and  the  mighty  Finale  devoted  to  the 
sentiment,  which  dominates  the  entire  section,  “the  Woman 
Soul  leadeth  us  upward  and  on,”  and  which  the  composer 
would  have  us  believe  is  but  the  fulfilment  by  the  “  Creator 
spiritus.” 


MARSCHNER 


1795-1861 

Overture  to  Hans  Heiling 

HANS  HEILING/’  Marschner’s  operatic  masterpiece, 
was  first  produced  in  1833.  It  is  based  upon  an  old 
Erzgebirge  legend.  The  hero  is  the  son  of  the  Queen  of  the 
Earth  Spirits.  He  falls  in  love  with  Anna,  a  peasant  girl,  and 
settles  in  her  village  under  the  name  of  Hans  Heiling.  One 
day  Anna  discovers  his  book  of  necromancy,  and  upon  opening 
it  beholds  magic  signs.  At  her  request  Hans  burns  the  book. 
In  the  meantime  Anna  falls  in  love  with  Conrad,  another 
suitor.  While  distracted  between  the  two  the  Earth  Spirits 
obtain  power  over  her  and  counsel  her  to  desert  Hans.  The 
day  is  set  for  the  wedding  with  Conrad,  and  upon  its  eve 
the  jealous  Hans  stabs  him.  He  does  not  kill  him,  however. 
Conrad  recovers,  and  when  the  wedding  day  is  again  fixed, 
Hans  vows  vengeance,  but  the  Queen  prevails  upon  him  to 
abandon  his  purpose  and  return  to  his  own  subterranean  realm. 
The  overture  opens  with  a  slow  introduction  in  which  a  theme 
is  announced  in  the  horns  and  afterwards  developed  in  full 
orchestra.  The  main  movement  is  constructed  upon  a  long 
and  vigorous  theme  most  elaborately  worked  up.  It  is  fol¬ 
lowed  by  a  short  passage  in  second  violins  and  horns  with 
accompaniment  by  first  violins.  The  second  theme,  which  is 
very  graceful,  is  announced  in  the  first  violins  and  clarinet, 
and  the  main  body  of  the  overture  closes  with  the  develop¬ 
ment  of  this  material.  After  a  short  fantasia,  the  first  theme 
returns,  followed  by  an  episode  with  modulations  of  the  first 
theme  in  full  orchestra.  The  second  theme  appears  in  the 
violins  and  is  continued  by  flute  and  clarinet,  and  a  vigorous 
Coda  closes  the  overture. 


MASSENET 


1842- 


Overture  to  Phedre 


HE  overture  to  “  Phedre  ”  one  of  Massenet’s  early  works, 


JL  having  been  written  in  1876,  is  very  dramatic,  and  in  its 
material  closely  follows  the  story  as  told  by  Racine  in  his 
tragedy  of  Phedre,  daughter  of  the  Cretan  King  Minos,  who 
becomes  the  wife  of  Theseus.  In  the  unconventional  manner 
of  the  mythological  personage  she  next  becomes  enamored  of 
Hippolytus,  son  of  Theseus,  but  without  any  encouragement 
on  the  part  of  the  former.  Thereupon  the  crafty  Phedre 
makes  Theseus  jealous  of  his  own  son,  and  the  father  commits 
him  to  the  vengeance  of  Neptune,  who  terrifies  his  horses 
with  a  sea  monster  while  driving  in  his  chariot.  He  is  killed, 
but  the  skilful  iEsculapius  restores  him  to  life,  and  Diana 
conveys  him  to  Italy,  where  he  lives  happily  ever  after,  under 
the  protection  of  the  charming  nymph  Egeria.  The  story, 
as  will  be  observed,  gives  ample  material  for  dramatic  treat¬ 
ment.  The  overture  opens  with  a  massive,  gloomy  introduc¬ 
tion,  leading  up  to  an  impassioned  theme  for  clarinet,  sug¬ 
gesting  Phedre’s  lament  over  her  unrequited  passion.  After 
a  counter  theme  for  oboe  the  opening  theme  is  heard  again, 
and  leads  to  another  impassioned  outburst  as  Hippolytus  is 
about  departing.  The  violins  in  unison  follow  with  Phedre’s 
declaration  of  love  for  Hippolytus,  after  which  occur  the 
storm  and  an  impetuous  outburst  describing  Neptune's  wrath. 
This  thematic  material  is  worked  up,  and  the  overture  closes 
with  the  sombre,  impressive  theme  which  opened  it. 
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Suite,  Scenes  Alsaciennes 

The  suite  “  Scenes  Alsaciennes  ”  was  first  produced  in  Paris 
in  1882,  though  written  some  time  before  that.  It  is  evidently 
one  of  those  war  scenes  inspired  at  the  time  when  Massenet 
was  an  actor  in  them,  for  he  served  in  the  Franco-Prussian 
War.  It  has  to  do,  however,  with  Alsace,  lost  to  France  as 
the  outcome  of  that  struggle,  and  recalls  memories  of  the  lost 
province.  It  is  divided  in  four  movements:  1.  “Sunday 
Morning.”  2.  “At  the  Tavern.”  3.  “Under  the  Linden 
Trees.”  4>.  “Sunday  Evening.”  Massenet  has  prefixed  this 
program  to  the  suite,  which  sufficiently  explains  its  musical 
meaning: 


“ . Especially  now  that  Alsace  is  enclosed  by  a 

wall,  do  all  my  former  impressions  of  this  lost  country  return  to 
me.  .  .  . 

“  That  which  I  recall  with  happiness  is  the  Alsatian  village,  the 
Sunday  morning  at  the  hour  of  service;  the  deserted  streets,  the 
empty  houses  with  some  old  people  sunning  themselves  before  their 
doors,  the  filled  church  .  .  .  and  the  religious  songs  heard  at 
intervals  by  the  passer-by.  .  .  . 

“  And  the  tavern,  in  the  principal  street,  with  its  little  leaded 
windows,  garlanded  with  hops  and  roses.  .  .  . 

“  ‘  Oho  there !  Schmidt,  some  drink !  ’  .  .  . 

“  And  the  song  of  the  foresters  as  they  lay  aside  their  guns !  .  .  . 

“Oho!  the  joyous  life  and  the  gay  companions!  .  .  . 

“  Again,  further  on,  ’t  was  always  the  same  village,  but  with  the 
great  calm  of  a  summer  afternoon  „  .  .  at  the  edge  of  the  coun¬ 
try,  a  long  avenue  of  linden  trees,  in  whose  shadow  a  loving  pair 
walk  quietly,  hand  in  hand;  she  leaning  toward  him  gently  and 
murmuring  softly:  ‘Wilt  thou  love  me  always?5  .  .  . 

“  Also  the  evening,  in  the  public  square,  what  noise,  what  com¬ 
motion!  .  .  .  everybody  out  of  doors,  groups  of  young  beaux 
in  the  street  .  .  .  and  the  dances  which  rhythmize  the  songs 
of  the  country.  .  .  . 

“Eight  o’clock!  .  .  .  the  noise  of  the  drums,  the  song  of  the 
bugles  ...  it  was  the  retreat!  .  .  .  the  French  retreat! 
Alsace !  Alsace !  .  .  . 

•  •  ••••••• 

“  And  when  in  the  distance  the  last  roll  of  the  drum  was  silenced, 
the  women  called  the  children  from  the  street  .  .  .  the  old  folks 
relighted  their  good  big  pipes,  and  to  the  sound  of  the  violins  the 
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joyous  dance  recommenced  in  more  lively  circlings  by  more  crowded 
couples.  .  . 


Suite,  Esclarmonde 

The  suite  “  Esclarmonde  ”  is  based  upon  Massenet’s  opera 
of  the  same  name,  its  subject-matter  being  taken  from  differ¬ 
ent  scenes  and  entr’actes  and  arranged  for  the  concert-room. 
The  first  number  of  the  suite,  “  Evocation,”  opens  with  a 
unison  fortissimo  in  the  brass  and  wind  instruments,  from 
which  it  passes  to  full  orchestra,  and  is  carried  on  until  a 
decrescendo  leads  to  a  flowing,  graceful  melody  which  works 
up  to  a  grand  climax,  closing  the  movement.  The  second 
movement,  “  L’lle  Magique,”  opens  with  quiet,  mysterious  har¬ 
monies,  which  at  last  lead  to  an  Allegro  scherzando,  an  ani¬ 
mated  dance  figure.  Another  charming  melody  follows  and 
alternates  with  the  other  theme,  closing  the  movement.  The 
third  movement,  “  Hymenee,”  is  composed  entirely  of  a  broad, 
stately  theme  in  triple  time,  and  its  development.  The  fourth 
movement,  “Dans  la  Foret,”  is  divided  into  two  sections, 
“Pastorale,”  and  “La  Chasse.”  The  first  section  consists  of 
a  delicate  melody  announced  in  flute  and  oboe  over  a  drone 
bass.  It  leads  without  interruption  to  “  La  Chasse,”  in  which 
the  violins  persistently  repeat  a  spinning  figure,  while  the 
wood  winds  take  detached  phrases  until  the  whole  orchestra 
at  last  is  engaged  with  the  hunting  theme,  the  movement  clos¬ 
ing  with  an  impetuous  Coda. 


Suite,  Les  Erinnyes 

The  suite  “  Les  Erinnyes  ”  is  made  up  for  concert  purposes 
from  incidental  music  which  Massenet  wrote  for  the  antique 
tragedy  of  the  same  name  written  by  Leconte  de  Lisle  in  1 872. 
The  story  of  the  drama  pertains  to  the  murder  of  Agamemnon 
and  the  revenge  of  Orestes,  his  son,  who  slays  his  mother 
Clytemnestra.  The  first  movement,  entr’acte,  is  an  Andante 
appassionato,  and  is  composed  of  the  elaboration  of  a  passion- 
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ate  theme  first  given  out  in  the  violins  in  unison,  with  accom¬ 
paniment  in  the  other  strings,  and  then  repeated  in  ampler 
form.  The  movement  leads  to  a  Grecian  dance  in  three  sec¬ 
tions,  in  the  first  of  which  the  flutes  give  out  the  dance  theme 
with  pizzicato  accompaniment  in  the  strings.  After  the  devel¬ 
opment  of  this  theme  and  a  counter  theme,  the  time  changes, 
and  the  music  works  up  to  a  climax  and  closes  Allegro  vivo 
assai.  The  remainder  of  the  movement  partakes  of  the  same 
general  character  and  does  not  call  for  special  consideration. 
The  next  movement,  “  Scene  Religieuse,”  is  the  best  kown 
part  of  the  suite,  as  it  is  the  most  frequently  performed,  by 
reason  of  its  opportunity  for  an  impressive  ’cello  solo.  It 
depicts  the  funeral  rites  at  the  tomb  of  Agamemnon,  and  con¬ 
sists  of  a  solemn  dance  rhythm.  It  is  in  reality  a  stately 
antique  Minuet,  the  music  being  assigned  to  the  strings  and 
flutes  with  harp  accompaniment.  Its  Trio  is  an  invocation, 
in  which  the  muted  ’cello  sings  a  pathetic  and  expressive 
melody,  accompanied  by  the  other  strings,  also  muted.  After 
the  Trio  is  finished  the  first  part  of  the  suite  is  repeated.  The 
Finale  is  composed  of  an  agitated  dance  theme,  or  rather  a 
series  of  phrases,  fully  and  freely  elaborated. 


MENDELSSOHN 


1809  —  1847 


Symphony  No.  S,  in  A  Minor  (Scotch).  Op.  56 

1.  Introduction.  Allegro  agitato. 

2.  Scherzo.  Assai  vivace. 

3.  Adagio  cantabile. 

4.  Allegro  guerriero.  Finale  maestoso. 

HE  A  minor  Symphony,  the  third  of  the  Mendelssohn 


JL  series,  is  familiarly  known  as  the  “  Scotch,”  the  com¬ 
poser  having  given  it  that  name  in  his  letters  written  from 
Rome  in  1832.  The  first  conception  of  the  symphony  dates 
still  farther  back.  In  April,  1829,  Mendelssohn,  then  in  his 
twentieth  year,  paid  his  first  visit  to  England.  After  remain¬ 
ing  in  London  two  months  he  went  to  Scotland,  arriving  in 
Edinburgh  July  28;  the  next  day  he  heard  a  competition  of 
the  Highland  pipers,  which,  it  may  well  be  imagined,  gave 
him  a  good  idea  of  the  national  melodies.  The  next  day  he 
visited  Holyrood.  He  wrote  down  on  the  spot  the  first  six¬ 
teen  bars  of  the  introduction,  announcing  the  theme  which 
not  only  opens  but  closes  the  movements  and  thus  gives  an 
unmistakable  clew  to  its  meaning. 

Its  introduction  begins  with  the  Andante  theme  already 
mentioned,  a  melody  of  a  sombre  and  even  melancholy  cast. 
The  first  theme  is  of  the  same  cast.  A  subsidiary  theme,  of  a 
tender,  plaintive  character,  leads  back  to  the  Andante  of  the 
introduction,  which  closes  a  movement  rarely  equaled  for 
its  musical  and  poetical  expression  and  graceful  finish. 

A  short  passage  for  flutes,  horns,  and  bassoons  connects 
this  earnest,  serious  movement  with  the  Scherzo,  which  gives 
us  a  different  picture.  In  its  form,  it  departs  from  the  Minuet 
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and  Trio,  and  is  purely  a  caprice,  and  a  most  lovely  one; 
while,  at  the  same  time,  it  differs  from  all  his  other  Scherzos 
in  the  absence  of  their  sportive,  fantastic  quality.  It  is  a 
picture  of  pastoral  nature,  characterized  by  a  continuous  flow 
of  rural  gaiety.  Its  opening  theme,  given  out  by  the  clari¬ 
nets,  dominates  it  throughout;  for  the  second  theme  plays 
but  a  small  part,  though  it  has  its  place  in  the  general  work¬ 
ing  up.  The  first  motive  is  frequently  reiterated,  and  fills  the 
movement  with  glowing  life  and  spirit. 

The  Adagio  cantabile  presents  still  another  picture.  The 
first  movement  gave  us  the  sombre  tints ;  the  second,  those 
of  rural  freedom  and  idyllic  gaiety;  the  third,  though  still 
infused  with  melancholy,  is  evidently  a  reverie  in  which  the 
composer  meditates  upon  the  ancient  state  and  grandeur  of 
the  country.  Its  majestic  strains  well  prepare  the  way  for 
the  final  movement,  the  impetuous  first  part  of  which  is  marked 
Allegro  guerriero.  The  romantic  sentiment  disappears.  In  its 
place  we  have  the  heroic  expressed  with  astonishing  force  and 
exuberant  spirit  in  its  three  themes,  which  finally  give  place 
to  a  short  second  part,  maestoso,  colored  by  national  melody, 
and  closing  this  exquisite  tone-picture  of  the  Scotch  visit. 


Symphony  No.  J/.,  in  A  (Italian ).  Op.  90 

1.  Allegro  vivace,  3.  Cox  moto  moderato. 

2.  Andante  cox  moto.  4.  Saltarello.  Presto. 

Like  the  A  minor  Symphony,  the  A  major  gets  its  familiar 
name  from  the  composer  himself,  who  always  styles  it  the 
“  Italian  ”  in  his  letters.  The  first  movement.  Allegro  vivace, 
reflects  as  clearly  the  blue  skies,  clear  air,  brightness,  and 
joyousness  of  Italy  as  the  first  movement  of  the  A  minor 
Symphony  does  the  sombre  and  melancholy  aspect  of  Holy- 
rood.  After  a  moment  of  preparation,  the  violins  sweep  off 
at  once  in  a  vigorous  theme  to  an  accompaniment  of  horns, 
bassoons,  clarinets,  and  flutes.  After  its  development,  the 
order  is  reversed;  and  a  second  theme,  more  restful  in  char¬ 
acter,  appears  in  the  clarinets  and  bassoons,  with  string 
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accompaniment.  It  is  taken  by  the  flutes  and  oboes,  and 
leads  the  way  to  a  new  theme  in  the  first  violins  and  clari¬ 
nets,  the  development  of  which  brings  us  back  to  the  first 
theme,  closing  the  first  part  of  the  movement.  The  second 
part  opens  with  a  fresh,  bright  theme  given  out  by  the  second 
violins  and  continued  in  the  other  strings  and  flutes,  followed 
by  an  episode  for  the  strings  alone.  It  is  finally  interrupted  by 
the  wind  instruments.  The  principal  themes  reappear  in 
various  forms,  at  last  returning  to  the  first.  Toward  the  close 
of  the  movement  an  entirely  new  subject  appears  in  the  first 
violins.  The  Coda  is  full  of  spirit  and  joyous  feeling,  and 
at  last  the  happy,  vivacious  movement  comes  to  an  end. 

The  Andante,  sometimes  called  the  “  Pilgrims’  March,” 
opens  with  a  unison  phrase,  followed  at  once  by  the  principal 
theme,  given  out  in  the  oboe,  bassoon,  and  violas,  and  then 
repeated  by  the  first  violins,  with  an  elaborate  accompani¬ 
ment  by  the  flutes.  After  the  announcement  of  the  second 
theme,  with  a  similar  instrumental  setting  to  the  first,  the 
second  part  opens  with  a  bright,  joyous  strain  from  the  clari¬ 
nets,  reinforced  by  the  violins  and  flutes.  At  the  close  of  its 
development  the  call  is  heard  again,  summoning  attention  to 
the  development  of  thematic  materials  already  presented. 

The  third  movement  is  supposed  to  have  been  taken  from 
one  of  his  youthful  works,  though  its  identity  in  this  respect 
has  never  been  discovered.  It  opens  with  a  simple  but  grace¬ 
ful  melody.  The  trio  is  fresh  and  full  of  delicate  fancy.  At 
its  conclusion  the  first  theme  returns,  and  a  charming  Coda 
constructed  upon  suggestions  of  this  theme,  brings  the  move¬ 
ment  to  a  close. 

If  there  were  any  doubt  about  the  national  significance  of 
this  symphony,  it  would  be  removed  by  the  Italian  Finale, 
Saltarello  presto,  evidently  inspired  by  the  Roman  carnival, 
of  which  Mendelssohn  was  a  delighted  spectator.  The  move¬ 
ment  is  a  Saltarello,  a  favorite  dance  rhythm  in  Italy,  com¬ 
bined  with  a  whirling  Tarantella  with  astonishing  skill.  After 
a  short  introduction  the  flutes  lead  off  in  the  merry  dance,  the 
other  instruments  soon  joining  as  if  they  too  had  caught  the 
mad  contagion.  At  the  close  of  the  theme  a  soberer  melody 
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is  given  out  by  the  violins,  the  wind  instruments  still  busied 
with  fragments  of  the  dance  measures.  Soon  the  Saltarello 
returns  again,  this  time,  however,  with  a  fresh  accompaniment. 
At  last  it  gives  place  to  the  rush  of  a  Tarantella  whirling 
gayly  along  until  the  Saltarello  combines  with  it,  and  the 
two  rhythms  go  on  to  the  end,  now  alternating,  now  together, 
in  a  general  terpsichorean  hurly-burly. 

Overture  to  A  Midsummer  Night’s  D'ream.  Op.  21 

The  overture  to  “A  Midsummer  Night’s  Dream,”  written 
in  1826,  is  especially  interesting  as  being  the  starting-point 
in  Mendelssohn’s  musical  career.  It  was  the  first  work  to 
express  his  individuality  and  maturity  of  creative  power,  for 
when  he  wrote  the  music  to  the  play,  seventeen  years  later, 
it  filled  its  place  in  the  perfected  scheme  as  freshly  and  fit¬ 
tingly  as  if  it  had  been  composed  simultaneously  with  the 
rest.  It  contains  all  the  motives  of  the  play  —  the  songs 
and  dances  of  the  fairies,  the  chases  of  the  lovers,  the  dance 
of  the  rustic  clowns,  the  grace  of  Titania,  and  the  airiness  of 
Puck.  It  leads  us  into  the  fairy  realm,  with  all  its  poetic 
beauty,  refinement,  grace,  and  lightness;  and  yet  this  almost 
ethereal  mixture  of  humor  and  fancy  is  constructed  in  the 
strongest  and  most  solid  manner.  The  overture  opens  with 
four  sustained  chords  in  the  wind  instruments,  introducing 
us  to  fairy  land,  in  which  the  first  theme  is  heard.  After 
several  bars  of  fairy  music  the  second  theme,  the  hunting- 
horn  melody,  enters,  and  is  followed  by  a  love  melody,  simple 
but  full  of  graceful  charm.  This  leads  up  to  a  mock  pageant, 
a  dance  by  the  clowns,  with  a  humorous  imitation  of  the 
donkey’s  bray.  The  horns  of  Theseus  are  heard  again,  and 
the  fairy  revels  resumed  in  all  their  freshness  and  dreamy 
beauty.  The  subjects  already  introduced  are  elaborated  and 
the  exquisite  fairy  overture  closes  with  a  charming  Coda. 

Overture  to  FingaVs  Cave.  Op.  26 

This  overture  is  called  in  Mendelssohn’s  letters  alternately 
“  The  Hebrides  ”  and  “  The  Solitary  Island,”  and  the  name 
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“  Fingal’s  Cave  ”  is  prefixed  to  the  published  score,  while  that 
of  “  Hebrides  ”  is  on  the  orchestral  parts.  It  reflects  the 
impressions  made  on  Mendelssohn  by  a  journey  to  the  West¬ 
ern  Highlands. 

The  overture  is  written  in  regular  form  and  opens  with  a 
theme  in  violas,  ’cellos,  and  bassoons,  which  occurred  to  Men¬ 
delssohn  while  in  the  cave,  depicting  the  loneliness  of  the 
spot.  The  second  theme,  a  beautiful  Cantabile,  pictures  the 
movement  of  the  sea,  accompanied  by  a  peculiar  wavelike 
effect  in  the  violins.  The  elaboration  of  this  theme  is  an 
extremely  vivid  and  poetical  description  of  the  cries  of  the 
seabirds,  the  wail  of  the  wind,  and  the  gradual  lashing  of  the 
ocean  into  fury.  As  it  subsides,  the  first  subject  returns 
again,  and  the  effect  of  solitude  is  once  more  felt.  This  is  fol¬ 
lowed  by  the  free  development  and  extension  of  the  second 
theme.  After  recapitulation  of  this  material,  a  short  but  very 
brilliant  Coda  brings  this  highly  colored  tone-picture  of  the 
solitude  of  the  sea  and  the  cave,  as  well  as  of  the  rage  of  the 
ocean,  to  a  close.  Its  sentiment  is  sombre,  even  melancholy. 


Overture ,  Calm  Sea  and  a  Prosperous  Voyage.  Op.  27 

The  overture,  “  Calm  Sea  and  a  Prosperous  Voyage,”  was 
first  performed  in  1835,  at  a  Leipsic  Gewandhaus  concert.  It 
illustrates  two  short  poems  of  Goethe’s,  “  The  Calmness  of 
the  Sea”  and  “A  Prosperous  Voyage.”  It  is  constructed  in 
two  sections,  the  first  being  an  Adagio,  and  the  second  a 
Molto  allegro  vivace  and  Allegro  maestoso.  The  Adagio 
opens  with  a  phrase  assigned  to  double  basses  only,  and  may 
be  considered  the  motto  of  the  overture,  as  it  dominates 
it  throughout.  The  calm  of  the  sea  is  indicated  by  full  har¬ 
monies  in  the  strings,  with  delicate  accompaniment  by  the 
wind  instruments.  A  figure  in  the  flute  announces  the  change, 
and  the  voyage  begins.  It  commences  with  a  long  prelude 
indicating  the  bustle  on  board  and  the  rising  of  the  sea.  The 
first  theme  of  this  section  is  given  out  by  the  flute  and  wind 
instruments,  with  pizzicato  string  accompaniment.  The  sec- 
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ond  subject  is  of  the  same  general  character  and  leads  to  one 
of  the  most  beautiful  of  the  Mendelssohn  melodies,  assigned 
to  the  ’cello.  The  usual  elaboration  follows,  and  in  the  short 
Coda  a  stately  passage  for  trumpets  refers  to  the  safe  arrival 
and  happy  greetings  to  the  voyagers. 


Overture,  Melusina.  Op.  82 

The  “Melusina”  Overture  was  written  in  1833  and  first 
performed  in  1834.  It  was  announced  upon  the  program  as 
“  Overture  to  Melusina,  or.  The  Mermaid  and  the  Knight,” 
but  its  official  title  is  “  Overture  to  the  Legend  of  the  Lovely 
Melusina.”  The  story  is  a  romantic  one.  Melusina  buried 
her  father  in  a  mountain  for  ill  treatment  of  her  mother,  where¬ 
upon  she  was  made  to  undergo  transformation  into  a  serpent 
on  the  last  day  of  each  week  as  a  penalty.  After  her  union 
with  Count  Raymond,  she  exacted  a  promise  from  him  that  he 
would  not  make  any  inquiry  into  her  actions  on  that  day. 
Incited  by  jealousy,  however,  he  concealed  himself  and  beheld 
her  after  her  transformation.  This  ended  the  happiness  of 
both.  Melusina  was  compelled  to  abandon  her  husband  and 
her  human  form  and  wander  as  a  spirit  until  the  day  of  doom, 
when  she  would  be  released.  The  overture  opens  with  a  grace¬ 
ful  theme  which  throughout  the  overture  is  the  Melusina 
theme.  After  its  development  the  second,  or  Raymond  theme, 
is  given  out  in  the  first  violins  and  wood  winds  and  is  then 
developed  in  full  orchestra.  The  third  theme  is  assigned  to 
the  first  violins  with  ’cellos  an  octave  lower.  The  close  of  the 
overture  sets  forth  Raymond’s  fatal  discovery  of  his  wife’s 
secret  and  the  dissolution  of  his  happiness,  ending  with  the 
sad  cries  of  Melusina  at  the  moment  of  her  husband’s  death. 


Overture  to  Athalia.  Op.  71 

The  music  to  Racine’s  drama  “Athalia”  consists  of  an 
overture,  a  march,  and  six  vocal  pieces.  The  choruses  were 
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originally  composed  for  female  voices  with  piano  accompani¬ 
ment,  and  were  completed  at  Leipsic  in  1843.  In  June  of  the 
following  year,  and  during  a  visit  to  London,  Mendelssohn 
wrote  the  overture  and  the  march  with  the  expectation  that 
the  drama  would  be  brought  out  on  the  stage  at  Berlin;  and 
after  his  return  thither  he  completed  the  work  by  rearranging 
the  choruses  for  four  voices  and  scoring  them  for  full  orches¬ 
tra.  The  overture  begins  with  a  slow  introductory  movement, 
the  melody  of  which  is  taken  from  a  chorus  for  sopranos  and 
altos  near  the  end  of  the  work.  This  is  succeeded  by  a  sub¬ 
ject  of  broad,  melodious  character  in  the  flutes  and  clarinets, 
accompanied  by  harps  and  strings,  forming  a  sort  of  prelude 
to  the  development  of  the  stirring  incidents  of  the  drama, 
illustrated  by  the  full  orchestra  in  a  triumphant  climax. 


Overture  to  Ruy  Bias.  Op.  95 

The  overture  to  “Ruy  Bias”  was  written  in  1839  for  the 
benefit  of  the  Leipsic  Theater  Pension  Fund,  but  as  Mendels¬ 
sohn  was  dissatisfied  with  it  as  well  as  with  the  play,  it  was 
not  published  until  after  the  composer’s  death.  It  begins 
with  four  bars,  rather  slow  and  stately  in  character,  leading 
to  a  suggestion  of  the  first  theme  in  the  strings.  Both  are 
repeated  with  certain  modifications,  and  then  the  principal 
theme  is  given  out  by  the  first  violins  and  flutes  accompanied 
by  the  other  strings.  The  slow  opening  is  again  repeated, 
leading  to  the  second  theme,  which  is  only  indicated.  After 
a  few  measures  the  theme  is  boldly  given  out  by  clarinet, 
bassoon,  and  ’cellos.  A  short  episode  follows,  and  the  second 
subject  is  also  developed.  The  various  themes  then  appear 
in  due  order,  and  a  vigorous  Coda  closes  the  overture. 


Saint  Paul 

“  Saint  Paul,”  first  of  Mendelssohn’s  oratorios,  was  begun 
in  Diisseldorf  and  finished  in  Leipsic  in  the  winter  of  1835, 
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the  composer  being  then  in  his  twenty-sixth  year.  Its  three 
principal  themes  are  the  martyrdom  of  Saint  Stephen,  the 
conversion  of  Saint  Paul,  and  the  Apostle’s  subsequent  career. 
The  work  was  first  produced  May  22,  1836,  on  the  occasion 
of  the  Lower  Rhine  Festival  at  Diisseldorf. 

After  a  long  and  ex]3ressive  overture  for  orchestra  and 
organ,  the  first  part  opens  with  a  strong  and  exultant  chorus 
(“  Lord!  Thou  alone  art  God”).  It  is  massively  constructed, 
and  in  its  middle  part  runs  into  a  restless,  agitated  theme 
(“The  Heathen  furiously  rage”).  It  closes,  however,  in  the 
same  energetic  and  jubilant  manner  which  characterizes  its 
opening,  and  leads  directly  to  a  chorale  (“  To  God  on  high  ”), 
set  to  a  famous  old  German  hymn-book  tune  (“Allein  Gott  in 
der  Hoh’  sei  Ehr”),  which  is  serenely  beautiful  in  its  clearly 
flowing  harmony.  The  martyrdom  of  Stephen  follows.  The 
basses  in  vigorous  recitative  accuse  him  of  blasphemy,  and 
the  people  break  out  in  an  angry  chorus  (“Now  this  Man 
ceaseth  not  to  utter  blasphemous  Words”).  At  its  close 
Stephen  sings  a  brief,  but  beautiful  solo  (“  Men,  Brethren, 
and  Fathers!”);  and  as  the  calm  protest  dies  away,  again 
the  full  chorus  gives  vent  to  a  tumultuous  shout  of  indig¬ 
nation  (“Take  him  away”).  A  note  of  warning  is  heard  in 
the  fervent  soprano  solo  (“Jerusalem,  thou  that  killest  the 
Prophets  ”)  ;  but  it  is  of  no  avail.  Again  the  chorus  hurls  its 
imprecations  more  furiously  than  before  (“  Stone  him  to 
Death”).  The  tragedy  occurs.  A  few  bars  of  recitative  for 
tenor,  full  of  pathos,  tell  the  sad  story,  and  then  follows 
another  beautiful  chorale  of  submission  (“To  Thee,  O  Lord, 
I  yield  my  Spirit”).  The  lament  for  Stephen  is  followed  by 
the  chorus  (“Happy  and  blest  are  they”),  which  is  beauti¬ 
fully  melodious  in  character.  Saul  now  appears,  “  breathing 
out  threatenings  and  slaughter  ”  against  the  Apostles.  His 
first  aria  (“  Consume  them  all  ”)  is  a  bass  solo  which  is 
fiery  in  its  energy.  It  is  followed  by  the  lovely  arioso  for 
alto  (“But  the  Lord  is  mindful  of  His  own”).  Then  occurs 
the  conversion.  The  voice  from  heaven  (“  Saul,  Saul,  why 
persecutest  thou  Me?”)  is  represented,  as  was  often  done 
in  the  passion-music,  by  the  soprano  choir,  which  gives  it 
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peculiar  significance  and  makes  it  stand  out  in  striking  con¬ 
trast  with  the  rest  of  the  work.  A  forcible  orchestral  inter¬ 
lude,  worked  up  in  a  strong  crescendo,  leads  to  the  vigorous 
chorus  (“Rise  up!  arise!”)  in  which  the  powerful  orchestral 
climax  adds  great  strength  to  the  vocal  part.  It  is  a  vig¬ 
orously  constructed  chorus,  and  is  followed  by  a  chorale 
(“Sleepers,  wake!  a  Voice  is  calling”),  the  effect  of  which 
is  heightened  by  trumpet  notes  between  the  lines.  At  the 
close  of  the  imposing  harmony  the  music  grows  deeper  and 
more  serious  in  character  as  Saul  breathes  out  his  prayer 
(“O  God,  have  Mercy  upon  me”);  and  again,  after  the 
message  of  forgiveness  and  mercy  delivered  by  Ananias,  more 
joyful  and  exultant  in  the  bass  solo  with  chorus  (“I  praise 
Thee,  O  Lord,  my  God  ”),  Saul  receives  his  sight,  and  straight¬ 
way  begins  his  ministrations.  A  grand  reflective  chorus  (“  Oh, 
great  is  the  Depth  of  the  Riches  of  Wisdom”),  strong  and 
jubilant  in  character,  and  rising  to  a  powerful  climax,  closes 
the  first  part. 

The  second  part  opens  with  the  five-part  chorus  (“  The 
Nations  are  now  the  Lord’s”)  — a  clear  fugue,  stately  and 
dignified  in  its  style,  leading,  after  a  tenor  and  bass  duet 
(“  Now  all  are  Ambassadors  in  the  Name  of  Christ”),  to  the 
melodious  chorus  (“  How  lovely  are  the  Messengers  that 
preach  us  the  Gospel  of  Peace!  ”)  and  the  soprano  arioso  (“  I 
will  sing  of  Thy  great  Mercies”).  After  the  chorus  (“Thus 
saith  the  Lord”,),  and  a  second  tumultuous  chorus  expressive 
of  rage  and  scorn  (“  Is  this  He  who  in  Jerusalem”),  another 
chorale  occurs  (“  O  Thou,  the  true  and  only  Light”),  in  which 
the  Church  prays  for  direction.  The  tenor  recitative  announc¬ 
ing  the  departure  of  Paul  and  Barnabas  to  the  Gentiles,  fol¬ 
lowed  by  the  tenor  and  bass  duet  (“For  so  hath  the  Lord 
Himself  commanded”),  leads  to  the  scene  of  the  sacfifice 
at  Lystra,  in  which  the  two  choruses  (“  The  Gods  themselves 
as  Mortals”)  and  (“Oh,  be  gracious,  ye  Immortals”),  are 
sensuous  and  in  striking  contrast  with  .the  seriousness  and 
majestic  character  of  the  harmony  in  the  Christian .  chorus 
(“But  our  God  abideth  in  Heaven”)  which  follows.  Once 
more  the  Jews  interfere,  in  the  raging,  wrathful  chorus  (“  This 
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is  Jehovah’s  Temple”).  In  a  pathetic  tenor  aria  (“Be  thou 
faithful  unto  Death”)  Paul  takes  a  sorrowful  leave  of  his 
brethren,  and  in  response  comes  an  equally  tender  chorus 
(“Far  be  it  from  thy  Path”).  Two  stately  choruses  (“See 
what  Love  hath  the  Father”)  and  (“Now  only  unto  Him”) 
close  the  work. 


Hymn  of  Praise 

The  “  Lobgesang  ”  (“  Hymn  of  Praise  ”)  was  written  at 
Leipsic  in  1840,  the  occasion  which  gave  birth  to  it  being  the 
fourth  centennial  celebration  of  the  introduction  of  the  art 
of  printing.  The  text  is  not  in  narrative  form,  nor  has  it  any 
particular  dramatic  significance.  It  is  what  its  name  indicates 
—  a  tribute  of  praise. 

The  symphony  is  in  three  parts,  beginning  with  a  Maestoso 
movement,  in  which  the  trombones  at  once  give  out  the  choral 
motive  (“All  that  has  Life  and  Breath  sing  to  the  Lord”). 
This  movement,  which  is  strong  and  energetic  in  character,  is 
followed  by  an  Allegretto  based  upon  a  beautiful  melody,  and 
to  this  in  turn  succeeds  an  Adagio  religioso,  rich  in  harmony. 
The  opening  chorus  (“All  that  has  Life  and  Breath”)  is 
based  upon  the  choral  motive,  and  enunciates  the  real  “  Flymn 
of  Praise.”  It  moves  along  in  a  stately  manner,  and  finally 
leads  without  break  into  a  semi-chorus  (“Praise  thou  the 
Lord,  O  my  Spirit!”),  a  soprano  solo  with  accompaniment  of 
female  voices.  The  tenor  in  a  long  dramatic  recitative  (“  Sing 
ye  Praise,  all  ye  redeemed  of  the  Lord  ”)  urges  the  faithful 
to  join  in  praise  and  extol  His  goodness,  and  the  chorus  re¬ 
sponds,  first  the  tenors,  and  then  all  the  parts  (“All  ye  that 
cried  unto  the  Lord”).  The  next  number  is  a  duet  for 
soprano  and  alto  with  chorus  (“  I  waited  for  the  Lord”).  It 
is  thoroughly  devotional  in  style,  and  in  its  general  color  and 
effect  reminds  one  of  the  arias,  “  Oh,  rest  in  the  Lord,”  from 
“Elijah,”  and  “The  Lord  is  mindful  of  His  own,”  from 
“  Saint  Paul.”  This  duet  is  followed  by  a  sorrowful,  almost 
wailing  tenor  solo  (“  The  Sorrows  of  Death  had  closed  all 
around  me”),  ending  with  the  piercing,  anxious  cry  in  recita- 
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tive  (“Watchman!  will  the  Night  soon  pass?”)  set  to  a  rest¬ 
less,  agitated  accompaniment  and  thrice  repeated.  Like  a 
flash  from,  a  cloud  comes  the  quick  response  of  the  chorus 
(“The  Night  is  departing”),  which  forms  the  climax  of  the 
work.  At  first  the  full  chorus  proclaims  the  night’s  departure ; 
it  then  takes  the  fugal  form  on  the  words  (“  Therefore  let  us 
cast  off  the  Works  of  Darkness”),  effectively  worked  out. 

In  the  Finale  the  male  voices  are  massed  on  the  declaration 
(“The  Night  is  departing”)  and  the  female  voices  on  the 
response  (“The  Day  is  approaching”)  ;  and  after  alternating 
repetitions  all  close  in  broad,  flowing  harmony.  This  chorus 
leads  directly  to  the  chorale  (“  Let  all  Men  praise  the  Lord  ”), 
sung  first  without  accompaniment,  and  then  in  unison  with 
orchestra.  Another  duet  (“  My  Song  shall  alway  be  Thy 
Mercy”),  this  time  for  soprano  and  tenor,  follows,  and  pre¬ 
pares  the  way  for  the  final  fugued  chorus  (“  Ye  Nations,  offer 
to  the  Lord  ”),  a  massive  number,  stately  in  its  proportions 
and  impressive  in  its  effect,  and  closing  with  a  fortissimo  de¬ 
livery  of  the  choral  motive  (“  All  that  has  Life  and  Breath  ”). 


Elijah 

“Elijah,”  the  most  popular  of  all  Mendelssohn’s  composi¬ 
tions,  was  finished  in  1846,  and  was  first  performed  August  18 
of  that  year,  at  the  Birmingham  (England)  Festival.  The 
prominent  scenes  treated  in  the  oratorio  are  the  drought 
prophecy,  the  raising  of  the  widow’s  son,  the  rival  sacrifices, 
the  appearance  of  the  rain  in  answer  to  Elijah’s  appeal, 
Jezebel’s  persecution  of  Elijah,  the  sojourn  in  the  desert,  his 
return,  his  disappearance  in  the  fiery  chariot,  and  the  Finale, 
which  reflects  upon  the  meaning  of  the  sacred  narrative. 

The  introduction  to  the  oratorio  is  prefaced  by  a  brief,  but 
impressive  recitative  —  Elijah’s  prophecy  of  the  drought  — 
leading  directly  to  the  overture,  a  sombre,  despairing  prelude, 
picturing  the  distress  which  is  to  follow  as  the  course  settles 
down  upon  the  streams  and  valleys.  At  last  the  suffering  is 
voiced  in  the  opening  chorus  (“Help,  Lord!”),  which,  after 
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three  passionate  appeals,  moves  along  in  plaintive  beauty, 
developing  phrase  after  phrase  of  touching  appeal,  and  lead¬ 
ing  to  a  second  chorus,  with  duet  for  two  sopranos  (“  Lord, 
bow  Thine  ear  to  our  Prayer”),  the  choral  part  of  which  is 
an  old  Jewish  chant,  sung  alternately  by  the  male  and  female 
voices  in  unison.  It  is  followed  by  Obadiah’s  tenor  aria  (“  If 
with  all  your  Hearts  ”),  full  of  tenderness  and  consolation. 
Again  the  people  break  out  into  a  chorus  of  lamentation  (“  Yet 
doth  the  Lord  see  it  not”),  which  at  the  close  develops  into 
a  chorale  of  serene  beauty  (“For  He  the  Lord  our  God”). 
Then  follows  the  voice  of  an  angel  summoning  Elijah  to  the 
brook  of  Cherith,  leading  to  the  beautiful  double  quartet 
(“  For  He  shall  give  His  angels  charge  over  thee  ”),  the 
melody  of  which  is  simple,  but  full  of  animation.  Again  the 
angel  summons  Elijah  to  go  to  the  widow’s  house  at  Za- 
rephath.  The  dramatic  scene  of  the  raising  of  her  son  ensues, 
comprising  a  passionate  song  by  the  mother  (“  What  have  I 
to  do  with  thee?”)  and  the  noble  declaration  of  the  prophet 
(“Give  me  thy  Son”),  and  closing  with  the  reflective  chorus 
(“Blessed  are  the  Men  who  fear  Him”). 

In  the  next  scene  we  have  the  appearance  of  Elijah  before 
Ahab,  and  the  challenge  of  the  priests  of  Baal  to  the  sacrifice 
on  Mount  Carmel,  set  forth  in  vigorous  recitative,  accompa¬ 
nied  by  short  choral  outbursts.  At  the  words  of  Elijah  (“  In¬ 
voke  your  Forest  Gods  and  Mountain  Deities”)  the  priests  of 
Baal  break  out  into  the  stirring  double  chorus  (“  Baal,  we 
cry  to  thee”),  which  is  fairly  sensual  and  heathenish  in  its 
rugged,  abrupt  melodies,  as  compared  with  the  Christian 
music.  At  its  close  Elijah  bids  them  (“call  him  louder,  for 
he  is  a  God;  he  talketh,  or  he  is  pursuing!”,).  Again  they 
break  out  into  a  chorus  of  barbaric  energy  (“Hear  our  cry, 
O  Baal!  ”),  in  the  intervals  of  which  Elijah  taunts  them  again 
and  again  with  the  appeal  (“Call  him  louder”).  The  priests 
renew  their  shouts,  each  time  with  increasing  force,  pausing 
in  vain  for  the  reply,  and  closing  with  a  rapid,  almost  angry 
expostulation  (“Hear  and  answer”).  Then  ifollows  the 
calm,  dignified  prayer  of  the  prophet  (“  Lord  God  of  Abra¬ 
ham”),  succeeded  by  a  simple,  but  beautiful  chorale  (_“  Cast 
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thy  Burden  upon  the  Lord”).  It  is  the  moment  of  quiet 
before  the  storm  which  is  to  come.  He  calls  for  the  fire  to 
descend  upon  the  altar,  and  a  chorus  of  passionate  energy 
replies  (“The  fire  descends  from  Heaven”),  accompanied  by 
imitative  music,  and  closing  with  a  brief  movement  in  broad 
harmony.  In  fierce  recitative  Elijah  dooms  the  priests  of  Baal 
to  destruction,  and  after  a  short  chorale  reply  sings  the  bass 
aria  (“Is  not  His  word  like  a  Fire?”).  An  arioso  for  alto 
(“Woe  unto  them”)  follows  Elijah’s  vigorous  declamation. 
These  two  arias  are  connecting  links  between  the  fire  chorus 
and  the  rain  scene  which  ensues.  Obadiah  summons  Elijah 
to  help  the  people,  and  Elijah  replies  in  an  Andante  passage, 
repeated  by  the  chorus  (“  Open  the  Heavens  and  send  us 
Relief”).  Then  follows  a  dialogue-passage  between  the 
prophet,  the  people,  and  the  youth,  whom  he  bids  (“  look 
toward  the  Sea”) — the  most  striking  features  of  which  are 
the  responses  of  the  youth  and  the  orchestral  climax  as  the 
heavens  grow  black  and  (“the  Storm  rushes  louder  and 
louder”).  As  the  deluge  of  rain  descends,  the  thankful  peo¬ 
ple  break  out  into  a  passionate  shout  of  delight  (“  Thanks  be 
to  God”),  heard  above  the  tempest  in  the  orchestra.  At  first 
it  is  a  brief  expression  of  gratitude.  The  voices  come  to  a 
pause,  and  Elijah  repeats  the  tribute  of  praise.  Then  all 
join  in  a  surging  tumult  of  harmony,  voices  and  instruments 
vying  with  each  other  in  joyful  acclamations,  until  the  end 
is  reached  and  the  first  part  closes. 

The  second  part  opens  with  a  brilliant  soprano  solo  (“  Hear 
ye,  Israel”),  beginning  with  a  note  of  warning,  and  then 
with  trumpet  obligato  developing  into  another  melody  of  an 
impetuous  and  animated  description  (“  I,  I  am  He  that  com- 
forteth”,).  The  solo  leads  to  the  impressive  chorus  (“Be  not 
afraid”),  in  which,  after  a  short  pause,  the  entire  force  of 
voices,  orchestra,  and  organ  join  in  the  sublime  strain,  sweep¬ 
ing  on  in  broad,  full  harmony.  There  is  a  pause  of  the  voices 
for  two  bars,  then  they  move  on  in  a  strong  fugue  (“  Though 
Thousands  languish  and  fall”).  At  its  close  they  are  merged 
again  in  the  grand  announcement  (“Be  not  afraid”),  deliv¬ 
ered  with  impetuosity,  and  ending  with  the  same  subject  in 
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powerful  chorale  form.  The  scene  which  follows  is  intensely 
dramatic.  The  prophet  rebukes  Ahab  and  condemns  the 
Baal  worship.  Jezebel  fiercely  accuses  Elijah  of  conspiring 
against  Israel,  and  the  people  in  sharp,  impetuous  phrases 
declare  (“He  shall  perish”),  leading  to  the  chorus  (“Woe 
to  him!”).  After  a  few  bars  for  the  instruments,  Obadiah, 
in  recitative,  counsels  him  to  fly  to  the  wilderness.  In  the 
next  scene  we  behold  Elijah  alone,  and  in  a  feeble  but  infinitely 
tender  plaint  (“  It  is  enough”),  the  prophet  prays  for  death. 
A  few  bars  of  tenor  recitative  tell  us  that,  wearied  out,  he  has 
fallen  asleep  (“  See,  now  he  sleepeth  beneath  a  Juniper-tree 
in  the  Wilderness,  and  there  the  Angels  of  the  Lord  encamp 
round  about  all  them  that  fear  Him”).  It  introduces  the 
trio  of  the  angels  (“Lift  thine  Eyes  to  the  Mountains”), 
sung  without  accompaniment  —  one  of  the  purest  and  most 
delightful  of  all  vocal  trios.  Chorus  (“  He  watching  over 
Israel”)  follows,  in  which  the  second  theme,  introduced  by 
the  tenors  (“  Shouldst  thou,  walking  in  Grief”),  is  full  of 
tender  beauty.  At  its  close  the  angel  awakes  Elijah,  and  once 
more  we  hear  his  pathetic  complaint  (“  O  Lord,  I  have  labored 
in  vain;  oh,  that  I  now  might  die!”).  In  response  comes 
an  aria,  sung  by  the  angel  (“Oh,  rest  in  the  Lord”),  breath¬ 
ing  the  very  spirit  of  heavenly  peace  and  consolation  —  an 
aria  of  almost  matchless  purity,  beauty,  and  grace.  Firmly 
and  with  a  certain  sort  of  majestic  severity  follows  the  chorus 
(“He  that  shall  endure  to  the  End”).  The  next  scene  is 
one  of  the  most  impressive  and  dramatic  in  the  oratorio.  Eli¬ 
jah  no  longer  prays  for  death;  he  longs  for  the  divine  pres¬ 
ence.  He  hears  the  voice  of  the  angel  (“  Arise  now,  get  thee 
without,  stand  on  the  Mount  before  the  Lord;  for  there  His 
glory  will  appear  and  shine  on  thee.  Thy  Face  must  be 
veiled,  for  He  draweth  near”,).  With  great  and  sudden 
strength  the  chorus  announces  (“  Behold  !  God  the  Lord  passed 
by”).  With  equal  suddenness  it  drops  to  a  pianissimo,  gradu¬ 
ally  worked  up  in  a  crescendo  movement,  and  we  hear  the 
winds  (“rending  the  Mountains  around”);  but  once  more  in 
pianissimo  it  tells  us  (“the  Lord  was  not  in  the  Tempest”). 
The  earthquake  and  the  fire  pass  by,  each  treated  in  a  similar 
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manner;  but  the  Lord  was  not  in  those  elements.  Then,  in 
gentle  tones  of  ineffable  sweetness,  it  declares  (“  After  the 
Fire  there  came  a  still,  small  Voice,  .  .  .  and  in  that 

still,  small  voice  onward  came  the  Lord  ”)  ;  and  onward  sings 
the  chorus  in  low,  sweet,  ravishing  tones  to  the  end  (“The 
Seraphim  above  Him  cried  one  to  the  other,  Holy,  holy,  holy, 
is  God  the  Lord!”)  —  a  double  chorus  of  majestic  propor¬ 
tions.  Once  more  Elijah  goes  on  his  way,  no  longer  dejected, 
but  clothed  with  “the  strength  of  the  Lord.”  His  aria  (“For 
the  Mountains  shall  depart  ”)  prepares  us  for  the  final  climax. 
In  strong  accents  the  chorus  announce  (“  Then  did  Elijah  the 
Prophet  break  forth  like  a  Fire;  his  Words  were  like  burning 
Torches;  he  overthrew  Kings;  he  stood  on  Sinai  and  heard 
the  Vengeance  of  the  future  on  Horeb”).  Then  comes  a  sig¬ 
nificant  pause.  The  basses  begin  (“  And  when  the  Lord  would 
take  him  away”);  another  brief  pause,  and  the  full  chorus 
pictures  in  vivid  color  the  coming  of  the  fiery  chariot  and  the 
whirlwind  by  which  he  was  caught  up  into  heaven.  One  more 
tenor  aria  (“  Then,  then  shall  the  Righteous  shine  ”)  and  a 
brief  soprano  solo  introduce  the  chorus  (“  Behold  my  Serv¬ 
ant”).  A  beautiful  quartet  (“Oh!  come,  every  one  that 
thirsteth  ”)  follows,  and  the  massive  figure  (“And  then  shall 
your  Light  break  forth  as  the  Light  of  the  Morning”)  closes 
this  masterpiece. 


The  Walpurgis  Night 

It  was  during  his  travels  in  Italy  in  1831  that  Mendelssohn 
composed  the  music  to  Goethe’s  poem,  “  The  First  Walpurgis 
Night.”  The  cantata  was  first  publicly  performed  in  Leipsic, 
February  2,  1843.  The  subject  is  a  very  simple  one.  The 
witches  of  the  Northern  mythology  were  supposed  to  hold 
their  revels  on  the  summit  of  the  Brocken  on  the  eve  of  the 
first  of  May  (Walpurgis  Night),  and  the  details  of  their  wild 
and  infernal  “  Sabbath  ”  are  familiar  to  every  reader  of 
“Faust.” 

The  cantata  begins  with  an  overture  in  two  movements,,  an 
Allegro  con  fuoco  and  an  Allegro  vivace,  which  describes  in 
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vivid  tone-colors  the  passing  of  the  season  from  winter  to 
spring.  The  first  number  is  a  tenor  solo  and  chorus  of  Druids, 
which  are  full  of  spring  feeling,  rising  to  religious  fervor  in 
the  close.  The  next  number  is  an  alto  solo,  the  warning  of 
an  aged  woman  of  the  people,  which  is  very  dramatic  in  its 
style  (“Know  ye  not  a  Deed  so  daring”).  The  warning 
is  followed  by  a  stately  exhortation  from  the  Druid  priest 
(“The  Man  who  flies  our  Sacrifice”),  leading  up  to  a  short 
chorus  of  a  stirring  character  in  which  the  Druids  resolve  to 
go  on  with  their  rites.  It  is  followed  by  a  pianissimo  chorus 
of  the  guards  whispering  to  each  other  to  (“  secure  the  Passes 
round  the  Glen”).  One  of  them  suggests  the  demon  scheme 
for  frightening  the  enemy,  which  leads  to  the  chorus  (“Come 
with  Torches  brightly  flashing”).  In  this  chorus  the  com¬ 
poser  has  given  the  freest  rein  to  his  fancy,  and  presents  the 
weird  scene  in  a  grotesque  chaos  of  musical  effects,  both  vocal 
and  instrumental,  which  may  fairly  be  called  infernal,  although 
it  preserves  form  and  rhythm  throughout.  It  is  followed  by 
an  exalted  and  impressive  hymn  for  bass  solo  and  chorus, 
which  is  a  relief  after  the  diablerie  of  the  preceding  number 
(“Restrained  by  Might”).  Following  this  impressive  hymn 
comes  the  terrified  warning  of  the  Christian  guard  (tenor), 
and  the  response  of  his  equally  terrified  comrades  (“  Help, 
my  Comrades!  see  a  Legion”,).  As  the  Christians  disappear, 
scared  by  the  demon  ruse,  the  Druids  once  more,  led  by  their 
priest,  resume  their  rites,  closing  with  another  choral  hymn  of 
praise  similar  in  style  to  the  first. 


CEdipus  at  Colonos 

The  portions  of  Sophocles’  tragedy,  “  CEdipus  at  Colonos,” 
to  which  Mendelssohn  set  music  are  the  banishment  of  the 
blind  hero,  the  loving  care  of  his  daughters,  his  arrival  at 
Attica,  and  his  death  in  the  gardens  of  the  Eumenides  at  Colo¬ 
nos,  absolved  by  the  fate  which  had  so  cruelly  pursued  him. 

The  music  to  “  CEdipus  ”  was  written  at  the  command  of  the 
King  of  Prussia  in  1843,  and  was  first  produced  at  Potsdam, 
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November  1,  1845.  It  contains  a  short  introduction  and 
nine  choral  numbers.  The  first  and  second  choruses  describe 
the  entrance  of  CEdipus  and  Antigone  into  the  grove  of  the 
Eumenides,  their  discovery  by  the  people,  the  story  of  his 
sorrows  which  he  relates  to  them,  his  meeting  with  his  daugh¬ 
ter  Ismene,  and  the  arrival  of  Theseus  the  King.  The  third 
number,  double  chorus,  is  the  gem  of  the  work,  and  is  often 
given  on  the  concert-stage.  The  first  strophe  is  begun  by  one 
choir  in  unison  after  a  short  but  graceful  introduction  which  is 
repeated  at  the  end  of  the  strophe  in  another  form,  and  then 
the  second  choir  begins  the  antistrophe,  set  to  the  same  beau¬ 
tiful  melody.  At  its  close  the  music  changes  in  character  and 
grows  vigorous  and  excited  as  the  first  choir  sings  the  second 
strophe,  with  which  shortly  the  second  choir  joins  in  eight-part 
harmony.  The  latter  takes  up  the  strain  again  in  the  second 
antistrophe,  singing  the  praise  of  “  the  mother  city,”  and  the 
number  closes  with  the  united  invocation  to  Neptune  —  an 
effect  which  has  hardly  been  excelled  in  choral  music.  The 
fourth  chorus,  which  is  dramatic  in  its  effect,  tells  of  the 
assault  of  Creon  upon  CEdipus,  and  the  fifth,  his  protection  by 
Theseus,  who  comes  to  the  rescue.  In  this  number  the  double 
choirs  unite  in  the  appeal  to  the  gods  (“  Dread  Power,  that 
fillest  Heaven’s  high  Throne  ”)  to  defend  Theseus  in  the  con¬ 
flict.  The  sixth  number  (“  When  the  Health  and  Strength 
are  gone  ”)  is  a  pathetic  description  of  the  blind  hero’s  pitiful 
condition,  and  prepares  the  way  for  the  powerful  choruses  in 
which  his  impending  fate  is  foreshadowed  by  the  thunderbolts 
of  Jove.  The  eighth  and  ninth  choruses  are  full  of  the  mourn¬ 
ful  spirit  of  the  tragedy  itself,  and  tell  of  the  mysterious  dis¬ 
appearance  of  the  Theban  hero,  ingulfed  in  the  opening  earth, 
and  the  sorrowful  lamentations  of  the  daughters  .for  the 
father  whom  they  had  served  and  loved  so  devotedly. 
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Suite  No.  1.  Op.  39 

MOSKOWSKI’S  Suite  No.  1  was  first  performed  in  1886. 

The  opening  movement  has  for  its  first  theme  a  viva¬ 
cious  Allegro  with  accompaniment  in  the  basses.  The  second 
theme  is  more  quiet  and  melodious,  and  is  assigned  to  oboe  and 
horns,  with  a  charming  horn  solo.  After  the  elaboration  of 
the  two  themes,  the  first  movement  closes.  The  second  move¬ 
ment  is  brilliant  and  joyous,  as  indicated  by  its  marking,  Alle¬ 
gretto  giojoso,  and  is  highly  colored  by  the  ingenious  use  of  the 
triangle  and  bells.  The  third  movement  is  an  Andante  and 
variations,  eight  in  number.  The  opening  theme  is  sung  by 
the  wood  winds.  Then  follows  a  charming  Intermezzo  which 
serves  as  a  tasteful  prelude  to  the  last  movement,  a  Perpetuum 
Mobile,  which  opens  in  the  first  violins  with  pizzicato  accom¬ 
paniment.  An  episode  follows  in  the  horns  and  is  then  taken 
by  the  violins.  The  second  theme  is  given  out  by  the  clarinet, 
the  violins  accompanying  with  phrases  of  the  Perpetuum 
Mobile.  The  development  is  in  fugal  style,  and  a  vivacious 
Coda  closes  the  suite. 


MOZART 


1756-1791 

Symphony  No.  5^.3  (Kochel),  in  E  Flat 

1.  Adagio.  Allegretto. 

2.  Andante. 

3.  Minuet  and  Trio.  Allegretto. 

4.  Finale.  Allegro. 


THE  Symphony  in  E  flat  is  the  first  of  the  three  great 
works  of  its  class  composed  by  Mozart  in  the  year  1788. 
It  was  written  at  a  time  when  he  was  in  sore  financial  straits, 
and  yet  breathes  the  very  spirit  of  joy  and  gaiety  throughout, 
except  in  the  Andante  movement. 

The  symphony  opens  with  a  short  Adagio  built  up  on  solid 
chords  by  the  whole  orchestra,  with  intervening  scale  passages 
in  the  first  violins,  and  subsequently  in  the  second  violins  and 
basses,  leading  up  to  the  Allegro,  which  is  introduced  by  the 
following  restful  and  melodious  theme  — 


first  announced  in  the  violins,  and  on  the  repeat  given  over 
to  the  basses.  The  second  theme  is  a  cantabile  melody  of 
equal  beauty  and  grace,  divided  between  the  violins  and 
clarinets.  The  development  of  the  movement  is  short,  and 
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the  second  theme  is  mainly  used  in  association  with  a  phrase 
at  first  employed  as  an  accompaniment. 

The  Andante  movement  is  principally  based  upon  the  fol¬ 
lowing  theme : 
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given  out  by  the  strings,  which  leads  up  to  a  second  theme  of 
more  serious  character.  The  second  part  begins  with  a  pas¬ 
sionate,  almost  impetuous  theme,  at  the  close  of  which  there  is 
a  genuine  harmonic  display  in  which  the  bassoons  play  a  very 
characteristic  part. 

The  Minuet  opens  thus  cheerfully: 


The  Trio  sung  by  the  first  clarinet,  the  second  playing  an 
arpeggio  accompaniment,  is  one  of  those  lovely  passages,  lovely 
in  its  very  simplicity,  which  are  so  characteristic  of  Mozart. 

In  the  Finale  the  composer  gives  free  rein  to  his  humor  and 
fancy,  as  well  as  to  his  skill  in  development.  It  opens  with 
the  following  theme : 


which  is  fairly  fascinating  by  its  sportive  and  tantalizing 
mood.  The  second  theme  is  so  similar  in  character  as  to  amount 
to  little  more  than  an  emphasis  of  the  first,  and  seems  to  have 
been  introduced  to  give  more  room  for  the  merry  thoughts  of 
the  composer,  which  are  expressed  in  bewildering  variety  of 
development.  The  themes  themselves  count  for  little  as  com¬ 
pared  with  the  fanciful,  elaborate  structure  of  which  they  are 
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the  foundation.  The  Finale  in  fact  is  a  very  carnival  of  gaiety 
and  sunshine. 


Symphony  No.  550  ( Kochel ),  in  G  Minor 

1.  Allegro  molto.  3.  Minuet  and  Trio.  Allegro. 

2.  Andante.  4.  Finale.  Allegro  assai. 


In  Mozart’s  autograph  catalogue  the  symphony  in  G  minor 
is  set  down  as  written  July  25,  1788,  which  refers  probably  to 
the  day  of  completion.  Of  the  sixteen  symphonies  written  be¬ 
tween  1778  and  1788  this  is  the  only  one  in  the  minor  key, 
and  from  this  fact  many  authorities  have  attributed  to  it  an 
expression  of  sorrow.  It  has  always  been  a  great  favorite  with 
composers.  Schubert  said:  “  You  can  hear  the  angels  singing 
in  it.”  Mendelssohn  held  it  in  high  esteem ;  and  there  is  a 
report  that  Beethoven  scored  it  over  for  orchestra  from  a  piano 
edition,  though  the  score  has  never  been  found. 

Without  the  Adagio,  which  was  customary  at  that  time,  the 
first  movement  begins  at  once  with  the  principal  theme  — 


followed  by  a  new  theme  which  is  afterward  employed  in  the 
most  elaborate  fashion.  Then  follows  an  exquisite  melody  — 


answered  in  the  basses  by 
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In  the  second  part  the  principal  theme  is  broken  up  into 
bits,  shaken  about  in  true  kaleidoscopic  fashion,  and  trans¬ 
parent  at  every  turn,  thus  increasing  its  beauty. 

The  Andante  is  not  based  on  a  long  cantilena,  like  most  of 
his  Adagios,  but  betrays  rather  a  restless  spirit  by  the  short 
groups  which  are  thrown  from  the  instruments.  The  germ  of 
the  melody  appears  at  the  opening  in  the  bass  — 
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The  Minuet,  Allegro,  opens  with: 
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The  stubborn  syncopation  is  enforced  at  the  beginning  of  the 
second  part  in  the  following  manner  — 


The  Finale,  Allegro  assai,  is  a  work  of  such  marvelous  skill 
that,  while  the  musical  student  can  alone  appreciate  the  genius 
of  the  master  by  close  study  of  the  score,  yet  the  listener  never 
is  oppressed  by  its  intricacies.  All  is  clear,  beautiful,  and  full 
of  life  and  energy  from  the  opening  phrase, 
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which  embodies  the  character  of  the  whole  movement,  to  the 
last  note.  Mozart  reared  this  monument  of  orchestral  writing 
with  the  modest  means  of  what  would  nowadays  be  called  a 
small  orchestra,  consisting,  besides  the  string  quartet,  of  two 
horns,  a  flute,  two  clarinets,  two  oboes,  and  two  bassoons. 


Symphony  No.  551  (Kochel),  in  C  (Jupiter) 

1.  Allegro  vivace. 

2.  Andante  cantabile. 

3.  Minuet  and  Thio.  Allegretto. 

4.  Finale.  Allegro  molto. 

Among  all  the  symphonies  of  Mozart  not  one  can  equal  the 
dignity,  loftiness,  and  skill  of  the  symphony  in  C,  the  last  from 
his  pen,  which  by  common  consent,  as  it  were,  has  been  christ¬ 
ened  the  “  Jupiter,”  both  as  compared  with  his  other  sympho¬ 
nies  and  with  the  symphonic  works  of  other  composers  before 
Beethoven  appeared  with  his  wonderful  series.  It  was  com¬ 
posed  within  a  period  of  fifteen  days,  and  completed  August 
10,  1788. 

It  has  no  introduction,  but  begins  at  once  with  the  principal 
theme  of  the  Allegro,  which  is  constructed  upon  two  subjects 
—  the  first  strong  and  bold  in  character  at  times,  and  again 
restful;  and  the  second  gay,  even  to  the  verge  of  hilarity. 
The  first  theme  is  as  follows : 


The  second  theme  is  given  out  by  the  strings,  and  its  hilarity 
is  intensified  by  the  following  episode,  which  dominates  the 
whole  movement,  so  far  as  its  expression  is  concerned: 
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The  Andante  is  highly  expressive.  The  materials  which  com¬ 
pose  it  are  exquisite  melodies  whose  beauty,  especially  that  of 
the  first,  with  muted  violins,  must  appeal  even  to  the  dullest 
ear.  The  opening  theme  is  as  follows: 


After  a  repetition  of  four  bars  by  the  basses  a  new  melody 
appears  in  the  bassoons,  which  leads  up  to  the  second  theme, 
given  out  by  the  oboes  and  full  of  rest  and  contentment.  A 
charming  Coda  brings  the  beautiful  first  part  of  the  movement 
to  its  close.  The  second  is  devoted  to  the  contrapuntal  devel¬ 
opment  of  all  this  melodious  material,  which  is  accomplished 
with  marvelous  skill,  and  at  the  close  returns  to  the  original 
key  and  melody. 

The  Minuet  is  one  of  the  happiest  and  most  charming  of  all 
his  numbers  in  this  rhythm.  There  is  a  swing,  an  elasticity  of 
movement,  at  once  light  and  free,  and  a  gaiety  and  freshness 
which  belong  almost  exclusively  to  Mozart.  It  begins  with 
the  following  theme : 
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The  trio  is  in  the  same  key,  and  is  equally  happy  in  its 
expression  of  naivete  and  cheerful  humor. 

The  Finale  is  the  masterpiece  of  the  symphony.  In  combina¬ 
tions  of  the  most  astonishing  contrapuntal  skill  with  freedom 
of  movement  it  will  always  remain  a  monument  to  the  genius 
and  knowledge  of  the  composer.  It  is  built  up  on  four  themes 
developed  in  fugal  treatment.  Colossal  figures  of  counterpoint 
are  combined  with  the  most  graceful  motives,  each  thoroughly 
individual  in  character  and  all  fitted  together  in  every  variety 
of  union,  but  never  at  the  sacrifice  of  that  grace  and  fancy  for 
which  Mozart  is  so  conspicuous.  The  first  theme  is  an  old 
church-music  phrase  which  was  a  favorite  with  him: 


The  second  theme  is  announced  at  once : 


At  its  close  the  first  is  treated  as  a  five-part  fugue,  after 
which  the  third  theme  appears  in  the  violins : 


Wolfgang  Mozart 
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These  are  the  materials  which  Mozart  elaborates  with 
marvelous  skill.  As  the  development  proceeds  he  inverts  the 
second  theme,  giving  a  fresh  melodic  sub j  ect,  which  enters  into 
the  combinations  as  clearly  and  individually  as  its  companions. 
Thus  on  into  the  Coda,  which  again  reveals  the  masterly  skill 
of  the  composer  and  the  ease  with  which  he  treated  the  most 
intricate  contrapuntal  difficulties. 


Overture  to  The  Marriage  of  Figaro 

“  The  Marriage  of  Figaro,”  an  opera  buffa,  was  written  by 
Mozart  in  1786,  the  text  by  Lorenzo  da  Ponte,  after  Beau¬ 
marchais’  comedy,  “  Le  Manage  de  Figaro,”  and  was  produced 
for  the  first  time  in  the  same  year  at  Vienna.  The  story  of 
the  amorous  adventures  of  Count  Almaviva ;  the  plot  to  entrap 
him  made  by  the  Countess,  Susanna  her  maid,  Figaro  the  bar¬ 
ber,  and  Cherubino  the  page;  the  final  reconciliation  and  the 
subsequent  union  of  Figaro  and  Susanna  are  too  well  known  to 
need  retelling.  The  overture  opens  directly  with  a  part  of  the 
first  theme  pianissimo,  an  octave  passage  for  all  the  strings  and 
bassoons,  another  part  following  in  the  wind  instruments  and 
announced  fortissimo  in  full  orchestra.  The  theme  is  then  re¬ 
peated  as  a  whole.  After  an  episode  in  full  orchestra,  the  sec¬ 
ond  theme  appears  in  the  violins  and  basses,  with  a  passage 
for  wood  winds  followed  by  another  subsidiary  for  entire 
orchestra.  The  final  theme  is  a  graceful  melody  in  violins  and 
wood  winds  with  a  closing  passage  for  full  orchestra  leading 
into  the  third  part.  A  brilliant  Coda  closes  the  overture.  As 
originally  written,  Mozart  composed  an  Andante  which  came 
in  the  middle  of  the  Allegro,  but  he  afterwards  cut  it  out  and 
reunited  the  two  parts  of  the  Allegro,  made  the  whole  more 
compact,  and  gave  it  a  lively,  genial  character  throughout. 


Overture  to  Don  Giovanni 

“  Don  Giovanni,”  an  opera  buffa,  the  text  by  Da  Ponte,  was 
written,  with  the  exception  of  the  overture,  in  the  short  space 
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of  six  weeks.  The  overture  was  composed  in  a  single  evening. 
The  opera  was  first  produced  in  1787,  the  year  of  its  composi¬ 
tion,  at  Prague.  As  has  been  said  of  the  story  of  “  The  Mar¬ 
riage  of  Figaro,”  the  adventures  of  the  licentious  Don  Giovanni 
while  in  pursuit  of  Donna  Anna,  Donna  Elvira,  and  Zerlina, 
and  his  righteous  punishment  after  his  supper  at  the  hands  of 
the  Statue,  which  consigns  him  to  the  fiends  of  the  infernal 
regions,  is  too  well  known  to  need  full  description.  The  over¬ 
ture,  unlike  that  of  “  The  Marriage  of  Figaro,”  is  clearly 
identified  with  the  opera  by  the  impressive  trombone  chords 
thrice  repeated  in  the  opening  Andante,  which  appear  in  the 
finale  of  the  second  act,  in  which  the  Statue  comes  to  Don 
Giovanni’s  banquet,  as  well  as  by  the  weird  modulations  in 
the  violins,  the  strange  harmonies  accompanying  the  Statue’s 
warnings,  and  the  muffled  roll  of  drums  announcing  the  fate  of 
the  reckless,  dissolute  hero.  The  main  section  of  the  overture 
is  an  Allegro,  and  in  this  the  themes  are  not  borrowed  from  the 
opera.  The  first  theme  begins  immediately  in  the  violins  with 
a  tremolo  in  the  violas  and  ’cellos,  to  which  the  first  violins 
reply,  with  vigorous  phrases  in  the  wind  instruments.  After 
the  development  of  this  material  the  second  theme  appears, 
beginning  with  chords  for  full  orchestra,  followed  by  a  tender 
melody  in  oboe  and  clarinet  and  closing  with  a  passage  for  full 
orchestra.  The  third  theme  begins  in  all  the  strings  and  wood 
winds,  and  after  its  development  the  first  part  of  the  movement 
closes  in  an  animated  manner.  The  free  fantasia  consists  of 
an  elaborate  working  out  of  the  third  theme.  The  Coda  begins 
in  the  strings  and  wood  winds,  and,  as  originally  written,  leads 
to  the  first  scene  in  the  opera,  though  several  concert  endings 
have  been  written  for  it. 


Overture  to  The  Magic  Flute 

“  The  Magic  Flute,”  officially  designated  as  a  “  German 
opera,”  the  text  by  Emanuel  Schickaneder,  was  written  in  1791 
and  produced  in  the  same  year  in  Vienna.  It  was  the  last  great 
work  of  the  composer.  The  story  concerns  Pamina,  daughter 
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of  the  Queen  of  Night,  who  has  been  induced  to  go  to  the 
Temple  of  Isis  by  Sarastro,  the  priest,  and  there  learn  the 
ways  of  wisdom,  and  her  lover,  Tamino,  an  Egyptian  prince. 
In  her  efforts  to  revenge  her  daughter’s  loss,  the  Queen  of 
Night  induces  Tamino  to  go  to  her  rescue.  He  reaches  the 
Temple  with  Papageno,  a  bird-catcher,  the  harlequin  of  the 
story.  Both  are  seized  and  brought  before  Sarastro.  Tamino 
promises  to  follow  Pamina’s  example  and  take  the  vows.  After 
various  absurd  and  grotesque  adventures  the  evil  spirits  are 
overcome,  and  Tamino  and  Pamina  are  united  as  the  reward 
of  their  fidelity.  The  work  is  an  important  one  as  marking 
the  first  time  that  German  opera  employed  all  the  elements  of 
finished  art.  The  overture  opens  with  the  stately  chords  for 
trombone  which  are  heard  before  the  priest’s  march  and 
Sarastro’s  prayer,  “  O  Isis  and  Osiris.”  The  main  body  of 
the  overture  has  but  a  single  theme,  which  is  wonderfully  devel¬ 
oped  in  fugal  form. 


Overture  to  The  Elopement  from  the  Seraglio 

The  overture  to  “Die  Entfiihrung  aus  dem  Serail  ”  (“The 
Elopement  from  the  Seraglio”),  a  comic  opera,  was  first  per¬ 
formed  in  Vienna  in  1782.  It  opens  with  the  first  theme  in  the 
violins  and  ’cellos,  immediately  taken  up  in  full  orchestra. 
Repetition  leads  to  a  new  theme  followed  by  the  free  fantasia. 
This  leads  to  an  episode,  based  upon  the  first  aria  in  the  opera 
(“  Hier  soli  ich  dich  denn  sehen,  Constanze”)  which  is  pre¬ 
sented  with  elaborate  and  beautiful  embellishments,  and  is  fol¬ 
lowed  by  the  third  part  of  the  overture,  treated  in  the  regular 
manner  and  coming  to  a  tranquil  close. 


Overture  to  La  Clemenza  di  Tito 

“  La  Clemenza  di  Tito  ”  was  the  last  operatic  work  of  Mozart 
and  is  founded  upon  a  drama  by  Metastasio.  It  was  written 
in  eighteen  days  to  celebrate  the  coronation  festivities  of  the 
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Emperor  Leopold  at  Prague.  The  overture  is  made  up  almost 
entirely  of  melodies,  and  opens  with  majestic  phrases  in  full 
orchestra  followed  by  a  beautiful  theme  and  a  succession  of 
scale  passages,  the  basses  keeping  up  the  figure  of  the  introduc¬ 
tion.  After  a  pause,  the  second  subject  appears  in  the  violins 
and  at  the  close  leads  to  a  unison  passage,  whereupon  the  first 
theme  reappears.  The  remainder  of  the  overture  is  occupied 
with  the  development  of  this  material,  a  spirited  Coda  bringing 
it  to  a  close. 


Overture  to  Der  Scliauspieldirektor 

This  little  overture  is  a  prelude  to  one  of  the  lightest  of 
Mozart’s  compositions,  an  operetta  entitled  “  Der  Schauspiel- 
direktor,”  written  in  1786.  The  main  theme  is  stated  at  once 
in  full  orchestra.  The  second  theme  follows  in  the  first 
violins.  After  development,  recapitulation  follows  and  a  Coda 
based  on  the  main  theme  closes  the  overture. 


The  Requiem 

Mozart’s  “Requiem”  was  written  in  Vienna  in  1791,  and 
was  left  in  an  unfinished  state  by  the  composer,  who  made 
suggestions  and  gave  instructions  as  to  its  completion  even 
upon  his  death-bed.  It  was  long  the  popular  belief  that  the 
“  Requiem  ”  was  commissioned  by  a  dark,  mysterious  stranger, 
whose  appearance  impressed  Mozart  with  the  conviction  that 
he  was  a  messenger  of  death ;  more  than  this,  that  he  himself 
had  been  poisoned,  and  that  he  was  writing  his  own  death- 
song,  upon  the  order  of  some  supernatural  power.  It  is  now 
known  that  his  suspicions  were  only  the  outcome  of  his  morbid 
condition.  After  an  introduction,  which  gives  out  the  subject 
of  the  opening  movement  —  a  slow,  mournful,  solemn  theme 
—  the  first  number  begins  with  the  impressive  strain  (“  Re¬ 
quiem  aeternam  dona  eis  ”),  which  gradually  brightens  in  the 
phrase  (“  Et  Lux  perpetua”),  and  reaches  a  splendid  burst 
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of  exultation  in  the  (“  Te  decet  Hymnus”).  After  a  repeti¬ 
tion  of  the  (“  Requiem  aeternam”),  the  number  closes  with  the 
(“  Kyrie  eleison”),  a  slow  and  complicated  fugue,  which  is 
sublime  in  its  effect,  though  very  sombre  in  color,  as  befits 
its  subject. 

The  next  number  is  the  “  Dies  irae,”  written  for  chorus 
in  simple  counterpoint,  and  very  dramatic  in  its  character,  the 
orchestral  part  being  constantly  vigorous,  impetuous,  and 
agitated,  and  reaching  intense  energy  on  the  verse  (“  Quantus 
Tremor  est  futurus”),  the  whole  presenting  a  vivid  picture 
in  tones  of  the  terrors  of  the  last  judgment.  In  the  (“Tuba 
mirum  ”)  the  spirit  of  the  music  changes  from  the  church 
form  to  the  secular.  It  is  written  for  solo  voices,  ending  in 
a  quartet.  The  bass  begins  with  the  (“Tuba  mirum”),  set 
to  a  portentous  trombone  accompaniment ;  then  follow  the  tenor 
(“  Mors  stupebit  ”,),  the  alto  (“  Judex  ergo  ”),  and  the  soprano 
(“  Quid  sum  miser”).  From  this  extraordinary  group  we  pass 
to  the  sublime  chorus  (“Rex  tremendae  Majestatis  ”),  once 
more  in  the  church  style,  which  closes  with  the  prayer  (“  Salva 
me”),  in  canonical  form. 

The  (“Dies  Irae”)  is  followed  by  the  (“  Recordare  ”), 
written,  like  the  (“Tuba  mirum”),  as  a  quartet  for  solo 
voices.  The  vocal  parts  are  in  canon  form  and  are  combined 
with  marvelous  skill,  relieved  here  and  there  with  solos  in 
purely  melodic  style,  as  in  the  (“Quaerens  me”),  while  the 
orchestral  part  is  an  independent  fugue,  with  several  sub¬ 
jects  worked  up  with  every  form  of  instrumental  embellish¬ 
ment,  the  fugue  itself  sometimes  relieved  by  plain  accompani¬ 
ment.  Once  more  the  orchestral  part  is  full  of  agitation  and 
even  savage  energy  in  the  (“  Confutatis  Maledictis  ”),  as  it 
accompanies  a  powerful  double  chorus,  closing  at  last  in  a 
majestic  prayer  (“  Oro  supplex  et  acclinis”),  in  which  all 
the  voices  join  in  magnificent  harmony. 

The  (“  Lacrymosa  ”)  is  the  most  elegant  and  poetically 
conceived  movement  in  the  "  Requiem.”  It  begins  in  a  deli¬ 
cate,  graceful,  and  even  sensuous  manner,  which  gradually 
broadens  and  strengthens,  and  at  last  develops  into  a  cres¬ 
cendo  of  immense  power,  reaching  its  climax  on  the  words 
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(“  Judicandus  Homo  reus”).  Then  it  changes  to  a  plaintive 
prayer  (“  Huic  ergo  parce  Deus”),  and  closes  in  a  cloud  of 
gloom  in  the  (“Dona  eis  Requiem”).  The  next  number 
(“Domine  Jesu  Christe”)  is  in  pure  church  form,  beginning 
with  a  motet  by  chorus  in  solid  harmony,  which  runs  into 
a  fugue  on  the  words  (“Ne  absorbeat  eas  Tartarus”),  fol¬ 
lowed  by  a  quartet  of  voices  regularly  fugued,  leading  to 
another  great  fugue  on  the  passage  (“  Quam  olim  Abrahas  ”), 
which  closes  the  number  in  a  burst  of  sacred  inspiration.  The 
(“Domine”)  is  followed  by  the  (“Hostias”),  a  lovely  choral 
melody  which  leads  to  the  (“Sanctus”),  a  sublime  piece  of 
harmony  closing  with  a  fugued  (“Hosanna”).  The  (“  Bene¬ 
dicts”),  which  follows  it,  is  a  solo  quartet,  plaintive  and 
solemn  in  character,  but  full  of  sweet  and  rich  melodies  mag¬ 
nificently  accompanied.  The  (“Agnus  Dei”)  closes  the  work, 
a  composition  of  profound  beauty,  with  an  accompaniment  of 
mournful  majesty,  developing  into  a  solemn,  almost  funereal 
strain  on  the  words  (“Dona  eis  Requiem”),  and  closing  with 
the  fugue  of  the  opening  (“Kyrie”)  on  the  words  (“Lux 
aeterna  ”,) . 


NICOLAI 


1810-1849 

Overture  to  The  Merry  Wives  of  Windsor 

THE  opera  of  “  The  Merry  Wives  of  Windsor,”  based 
upon  Shakespeare’s  comedy,  was  first  performed  in  1849- 
Old  as  it  is,  the  opera  still  holds  the  stage  and  its  overture 
is  one  of  the  most  popular  in  the  operatic  class.  The  intro¬ 
duction  opens  with  a  theme  announced  in  the  basses  and  leading 
to  an  Allegro.  The  principal  theme  of  the  Allegro  appears  in 
the  strings  and  wood  winds.  A  subsidiary  passage  leads  to 
the  second  theme,  a  very  sprightly  melody  in  first  and  second 
violins.  A  phrase  of  this  also  appears  in  dance  tempo  in  the 
first  violins,  which  in  turn  is  followed  by  a  fortissimo  in  full 
orchestra.  After  the  development  of  this  material  the  refrain 
succeeds,  presenting  all  the  subjects  in  new  forms,  and  a 
brisk,  animated  Coda  closes  the  overture. 


PAINE 


1839  —  1906 

Symphony  No.  2,  in  A  (Spring).  Op.  88 

1.  Introduction.  Adagio  sostenuto.  (The  Departure  of  Winter.) 

Allegro  ma  non  troppo.  (The  Awakening  of  Nature.) 

2.  Scherzo.  Allegro.  (May  Night  Fantasy.) 

3.  Adagio.  (A  Romance  of  Springtime.) 

4.  Allegro  giojoso.  (The  Glory  of  Nature.) 

THE  Spring  Symphony  was  composed  in  1879-80.  It  is 
a  work  characterized  by  scholarly  dignity  and  purity  of 
style^  as  well  as  by  the  grace  and  freedom  of  its  musical  ideas 
and  their  adaptation  to  the  expression  of  definite  program- 
music  through  the  medium  of  brilliant  and  effective  instru¬ 
mentation. 

The  introduction  is  clearly  typical  of  the  melancholy  and 
frigid  desolation  of  Winter.  It  begins  with  a  suggestive  minor 
theme  in  the  tenors  and  ’cellos,  the  contrabass  and  horn  fur¬ 
nishing  the  background.  As  the  harmony  is  increased  it  grows 
grimmer  and  more  agitated  in  tone,  until  a  tremolo  of  the 
strings  makes  way  for  a  melody  in  the  clarinet  —  harbinger 
of  Spring.  It  is  followed  by  a  tempestuous  climax.  As  the 
storm  subsides  it  gives  place  to  a  pianissimo  tremolo  in  the 
strings  leading  to  a  change  to  the  major  key.  Spring  has 
come.  The  violins  keep  up  their  tremolo,  when  suddenly  the 
principal  theme  is  given  out  in  the  second  violins  and  'cellos, 
soon  joined  by  the  violins  and  clarinets  in  a  bright  stream  of 
melody,  after  which  the  violins  resume  their  suggestive  epi¬ 
sode.  Fresh  motives,  buoyant  in  character,  are  introduced, 
with  which  the  winter  theme  strives  in  vain  contention.  Near 
the  close  a  charming  melody  for  the  violins  occurs,  and  the 
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Allegro  ends  with  the  tremolo  taken  at  first  fortissimo  and 
gradually  dying  away. 

The  Scherzo  is  entitled  “May  Night  Fantasy,”  and  well 
answers  to  its  name.  It  opens  with  a  graceful,  airy  theme, 
which  in  its  melodious  progress,  accompanied  by  the  songs 
of  birds  and  the  sounds  of  animated  Nature  calling  from 
instrument  to  instrument,  is  a  genuine  bit  of  spring  poetry. 
The  Trio  finely  contrasts  with  the  tenderness  of  its  cantabile 
melody. 

The  Adagio  is  broadly  laid  out.  The  principal  theme  is 
in  sombre  color,  but  poetic  in  its  feeling,  and  tinged  here 
and  there  with  reminiscences  of  the  winter  theme.  It  is 
undoubtedly  intended  for  a  reverie,  full  of  restless  aspiring 
and  serious  introspection.  The  theme  pervades  the  whole 
movement,  and  is  enriched  by  subsidiary  phrases  from  the 
various  instruments  of  the  same  general  character. 

The  Finale,  Allegro  giojoso,  is  a  becoming  climax  to  the 
work,  its  distinguishing  feature  being  a  chorale-like  theme  of 
thanksgiving  expressing  the  joy  of  man  over  the  return  of 
Spring  and  the  glory  of  Nature.  The  opening  theme  is 
bright  and  exhilarating,  and  after  its  full  development  alter¬ 
nates  with  the  swelling  paean  of  praise,  repeatedly  uttered 
by  full  orchestra. 


PARKER 


1863- 

Hora  Novissima 

“TT°RA  NOVISSIMA,”  the  Wiic  by  Horatio  W.  Par- 
O  ker,  text  arranged  by  Mrs.  Parker,  mother  of  the 
composer,  was  first  performed  by  the  Church  Choral  Society 
of  New  York  in  1893,  and  has  been  often  given  since  that 
time  both  in  the  United  States  and  in  England  —  in  the 
latter  country  at  the  Worcester  Festival  in  1899,  and  by  the 
Royal  Choral  Society  of  London  in  1901.  As  a  choral  and 
orchestral  setting  it  is  one  of  the  most  interesting  as  it  is 
one  of  the  most  ambitious  works  by  an  American  composer. 

The  original  Latin  text,  comprising  three  thousand  lines 
upon  the  subject,  “De  contemptu  Mundi,”  was  written  in  the 
twelfth  century  by  Bernard  of  Morlaix,  a  monk  in  the  Abbey 
of  Cluny,  and  from  these  Professor  Parker  has  selected  the 
stanzas  which  form  the  climax  of  the  “  Rhythm,”  as  the  poem 
is  called,  and  picture  a  vision  of  the  New  Jerusalem.  These 
thirty-five  verses,  of  six  lines  each,  present  metrical  difficulties, 
besides  a  constant  uniformity  in  character,  but  the  composer 
has  overcome  them  with  great  technical  skill.  Of  the  eleven 
numbers,  four  are  for  solo  voices.  The  remaining  choral 
parts  are  written  in  plain,  strong  harmony,  and  are  massive 
in  construction. 

The  opening  chorus  (“  Cometh  Earth’s  latest  Hour  ”)  is 
preceded  by  a  long  introduction  which  gives  out  many  of  the 
themes  of  the  work,  broadly  and  freely  treated.  This  is  fol¬ 
lowed  by  the  quartet  (“Here  life  is  quickly  gone”,),  which 
begins  contrapuntally,  develops  into  solid,  effective  harmony, 
and  closes  with  a  beautiful  cadenza.  No.  3  is  a  bass  solo 
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(“Zion  is  captive  yet”),  flowing  in  style  and  worked  up 
with  great  rhythmical  skill.  No.  4  (“Most  mighty,  most 
holy  ”)  is  a  chorus  with  introduction  and  fugue,  which  reaches 
a  vigorous  climax.  It  is  followed  by  the  melodious  soprano 
aria  (“O  Country,  bright  and  fair”).  The  solo,  quartet,  and 
chorus  (“  Thou  Ocean  without  Shore  ”),  constructed  of  mate¬ 
rial  from  the  opening  number,  closes  the  first  part. 

The  second  part  opens  with  a  tenor  solo  (“Golden  Jerusa¬ 
lem”),  most  elaborately  accompanied,  which  is  followed  by 
a  rapid,  jubilant,  and  massively  constructed  double  chorus 
(“  There  stand  those  Halls  ”).  No.  9,  a  contralto  solo  (“  Peo¬ 
ple  victorious”),  is  usually  the  most  popular  number  in  the 
work.  It  is  followed  by  an  a  capella  chorus  (“  City  of  high 
Renown”),  a  fugue  unaccompanied  and  in  strict  style,  and  the 
work  comes  to  a  close  with  a  powerful  quartet  and  chorus. 
(“  Thou  City  great  and  high  ”),  in  which  the  composer  gathers 
up  his  chief  themes  and  weaves  them  together  fugally  in  a 
compactly  and  artistically  finished  whole.  The  musical  work 
throughout  is  noble,  dignified,  and  scholarly,  and  is  a  fitting 
setting  for  the  text  of  the  poem. 


RACHMANINOV 


1873- 

Symphony  No.  2  in  E  Minor 

1.  Allegro  moderato.  3.  Adagio. 

2.  Allegro  molto.  4.  Allegro  vivace. 

RACHMANINOV’S  Second  Symphony  was  first  performed 
at  Moscow,  in  1908,  and  in  this  country  in  the  following 
year.  After  a  long  introduction,  which  is  the  foundation  of  the 
movement,  it  opens  with  a  theme,  given  out  by  the  violins. 
The  second  theme  is  divided  between  the  wood  winds  and 
strings.  The  development  begins  with  the  first  theme  for  solo 
violin  in  augmentation.  The  recapitulation  introduces  the 
first  theme  in  the  violins,  the  second  theme  somewhat  changed, 
and  a  Coda  closes  the  movement. 

The  second  movement  begins  at  once  with  a  theme  for  the 
horns,  continued  in  the  violins.  After  this  material  is  worked 
out,  a  new  theme  of  a  delightfully  melodious  character  appears 
in  the  violins.  The  Trio  is  begun  in  the  second  violins, 
imitated  by  first  violins,  and  followed  by  a  strongly  marked 
passage  in  the  brasses,  cymbals,  and  tambourines,  with  a  beau¬ 
tiful  effect  in  the  violins  and  wood  winds.  The  opening  and 
second  subjects  reappear  and  a  reference  to  the  introduction 
to  the  first  movement  brings  the  second  to  its  close. 

The  third  movement  is  a  majestic  Adagio,  opening  with  a 
theme  in  the  first  violins,  followed  by  a  second  passage  in  the 
clarinet  and  a  third  in  first  violins  and  oboe.  The  middle 
section  of  the  movement  introduces  the  main  theme  of  the 
introduction,  which  is  treated  in  combination  with  the  opening 
theme  of  the  Adagio.  Recapitulation  of  all  this  matter  follows. 
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In  the  last  movement,  a  short  fortissimo  introduction  leads 
to  the  main  theme,  which  is  closely  developed.  It  is  fol¬ 
lowed  by  a  subject  in  march  rhythm  in  the  wood  winds,  after 
which  the  main  theme  returns.  The  second  subject  is  given 
out  in  octaves  by  the  strings.  There  is  a  most  elaborate 
development  of  this  material.  After  recapitulation,  a  bril¬ 
liant  Coda  brings  the  work  to  its  close. 


Symphonic  Poem,  Die  Totemnsel 

“  Die  Toteninsel  ”  (“  The  Isle  of  Death  ”)  is  based  upon 
Boecklin’s  famous  painting  of  the  same  name  and  was  writ¬ 
ten  in  1909.  It  begins  with  a  slow  and  mournful  phrase  in 
the  harps  with  accompaniment  in  muted  strings  and  kettle¬ 
drums,  and  followed  by  a  figure  in  the  ’cellos,  which  imitates 
the  wash  of  the  water  as  it  breaks  upon  the  strand  of  the 
Isle  of  Death.  A  theme  follows  in  the  horns,  which  is  also 
heard  in  other  parts  of  the  poem.  After  various  episodes  in 
the  strings  and  horn,  a  climax  is  reached,  in  which  a  majestic 
theme  is  sounded  by  the  brasses.  As  it  subsides,  a  new  section 
of  the  work  introduces  a  new  theme  in  the  strings,  worked 
up  to  a  climax,  followed  by  development  of  the  first  theme 
of  the  section,  reaching  a  new  climax.  A  figure  next  appears 
•in  the  second  violins  with  accompaniment  of  harp  and  ’cellos. 
A  phrase  for  oboe  leads  to  a  suggestion  of  the  first  theme. 
The  water  motive  of  the  first  section  brings  the  work,  one  of 
the  most  beautiful  of  all  symphonic  poems,  to  its  close. 


RAFF 


1822-1882 

Symphony  No.  3,  in  F  Major  (Im  TV aide).  Op.  153 

1.  Allegro.  (Am  Tage.  Eindriicke  und  Empfindungen. —  “Day¬ 

time.  Impressions  and  Sensations.”) 

2.  Largo.  (In  der  Dammerung.  a.  Traumerei.  b.  Tanz  der  Dry- 

aden. —  “Twilight.  Reverie.  Dance  of  the  Wood-nymphs.”) 

3.  Allegro.  (Nacht.  S  titles  Weben  der  Nacht  im  Walde.  Ein- 

zug  und  Auszug  der  wilden  Jagd  mit  Frau  Holle  und  Wotan. 
Anbruch  des  Tages. —  “  Night.  The  Quiet  Murmur  of  Night 
in  the  Forest.  Arrival  and  Departure  of  the  Wild  Hunt  with 
Dame  Holle  and  Wotan.  Break  of  Day.”) 

THE  mottoes  of  the  Symphony  in  F  major  clearly  enough 
express  its  meaning.  It  is  a  picture  of  daytime,  twi¬ 
light  and  night  in  the  woods.  The  first  movement  begins 
with  an  introductory  call  from  the  horns,  followed  by  the 
strings,  pastoral  and  mysterious  in  its  effect,  and  throwing 
out  hints  of  the  subsequent  theme-material  of  the  movement. 
The  first  theme  is  given  out  by  the  strings,  followed  by  a 
new  phrase  in  strings  and  wind  instruments,  and  leading  up 
by  ingenious  modulations  to  a  long  second  theme,  which  after 
full  statement  is  partially  repeated  by  the  horns,  with  accom¬ 
paniment  of  violins.  A  new  figure  follows  in  the  bassoons, 
with  the  development  of  which  the  first  part  of  the  move¬ 
ment  comes  to  a  close.  In  the  further  treatment’  of  the 
thematic  material  frequent  use  is  made  of  the  horn  signal  in 
the  Introduction.  This  and  a  fresh  phrase  for  the  violins, 
used  as  an  accompaniment,  play  an,  important  part  in  the 
elaboration.  All  the  themes  pass  in  review,  the  beautiful 
second  entire,  and  the  Coda  brings  to  its  close  this  charming 
picture  of  the  quiet  surprises  of  woodland  in  an  autumn  day. 
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The  second  movement  consists  of  two  parts,  “  Reverie  ”  and 
“  Dance  of  the  Wood  Nymphs,”  the  first  Largo  and  the  sec¬ 
ond  corresponding  to  the  Scherzo  and  Trio  of  the  orthodox 
form.  After  a  short  introduction  the  Largo  begins  with  a 
suggestive  melody  —  the  reverie  of  the  dreamer.  After  a 
short  episode  it  is  repeated,  this  time  by  the  first  horn  and 
violas,  with  the  remaining  horns,  violins,  and  ’cellos  accom¬ 
panying.  After  another  episode  the  theme  returns  twice,  the 
first  time  with  heightened  pastoral  effect,  and  the  second 
time  in  much  the  same  manner  as  when  originally  given  out. 
The  Scherzo  opens  with  a  lively  passage  in  the  flutes,  and 
the  Trio  starts  off  in  the  strings.  It  is  in  reality  a  dance 
movement  —  the  dance  of  the  dryads  —  but  before  its  close 
the  reverie  motive  of  the  Largo  appears,  and  thus  unifies  the 
movement  and  completes  the  picture  of  the  dreamer  and  his 
reverie  intruded  upon  by  the  dancing  wood  nymphs. 

In  the  final  movement  the  mythologies  are  somewhat  mixed. 
The  graceful  dryads  disappear  in  the  twilight.  Night  comes 
on,  and  the  grim  specters  of  the  Northern  sagas  make  their 
appearance,  rising  from  the  caverns  of  the  earth  and  joining 
in  the  Wild  Hunt  in  the  air  —  sad  presage  of  coming  death 
to  the  unfortunate  spectator  at  the  diabolical  scene.  Dark¬ 
ness  has  overspread  the  forest,  and  the  opening  theme,  with 
its  fugal  treatment  and  frequent  repetitions,  is  typical  of 
the  stillness  of  night.  That  stillness  is  soon  broken.  In 
marked  rhythm  the  strings  and  clarinets,  supported  by  the 
’cellos  and  bassoons,  announce  the  approach  of  the  Wild  Hunt 
and  its  unearthly  saturnalia.  The  same  theme  which  announced 
the  tramp  of  the  hellish  crew  tells  us  they  have  passed  by. 
Once  more  “The  Stillness  of  Night”  theme  returns,  but  they 
also  return  and  the  horrible  uproar  is  resumed.  At  last  they 
disappear,  and  stillness  settles  down  once  more,  not  to  be  dis¬ 
turbed  again  until  a  theme  from  the  first  movement  appears. 
It  is  the  dawn  of  breaking  day,  and  from  this  we  pass  on 
into  the  sunrise. 
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Symphony  No.  5  ( Lenore ).  Op.  177 

1.  Allegro.  Andante  quasi  larghetto.  (Liebesgliick  —  “Hap¬ 

piness  in  Love.”) 

2.  March  Tempo.  (Trennung  —  “Separation.”) 

3.  Allegro.  ( Wiedervereinigung  —  “  Reunion  in  Death.”  Intro¬ 

duction  and  Ballad  after  Burger’s  “  Lenore.”) 

The  “  Lenore  ”  is  confessedly  the  best  of  Raff’s  symphonic 
works.  It  is  written  in  illustration  of  Burger’s  grewsome 
ballad,  although  it  is  only  the  third  movement  that  is  so 
marked  by  the  composer.  In  the  ballad  itself  the  maiden 
Lenore  mourns  for  her  lover  William,  who  has  gone  to  the 
wars  and  from  whom  she  has  received  no  tidings,  although 
peace  has  been  declared.  Hearing  nothing  of  him  from  his 
returning  comrades,  she  becomes  frenzied,  and  blasphemes. 
In  the  night,  however,  there  is  a  knock  at  her  door.  It  is 
her  lover,  who  informs  her  that  he  must  bear  her  away  a 
hundred  leagues  to  their  bridal  chamber.  She  mounts  his 
steed  behind  him,  and  away  they  fly  through  the  darkness. 
At  last,  as  day  dawns  they  rush  through  a  gate  into  a  ceme¬ 
tery,  William  discloses  himself  to  her  as  a  skeleton,  and  the 
unfortunate  Lenore  at  last  finds  relief  from  her  sorrows. 

The  symphony  is  divided  into  three  parts,  the  first  of 
which,  “  Happiness  in  Love,”  consists  of  two  movements, 
corresponding  to  the  first  Allegro  and  Adagio  of  the  usual 
symphonic  form.  The  two  principal  themes  of  the  Allegro 
are  simply  expressions  of  happy,  passionate  scenes  between 
the  two  lovers.  In  the  third  melody  tenderness  and  longing 
speak  out,  which  change  to  anxiety  and  foreboding  in  the 
development  of  this  section  of  the  movement.  The ‘Second 
part  of  the  movement  is  a  delightful  representation  of  the  dis¬ 
course  of  the  lovers. 

The  second  movement  is  in  march  form,  for  war  has  broken 
out,  and  the  lover  must  take  his  departure.  The  march  is 
so  familiar  by  its  frequent  performance  that  it  hardly  needs 
more  than  mere  reference.  It  is  interrupted  by  an  episode 
of  an  agitated  character,  which  graphically  depicts  the  part- 
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ing  of  the  lovers  and  Lenore’s  grief  and  despair.  Then  the 
march  is  resumed,  and  dies  away  in  the  distance  as  the  move¬ 
ment  comes  to  a  close. 

The  final  movement  is  the  one  which  the  composer  has 
indicated  as  being  after  Burger’s  ballad,  to  which  the  other 
two  are  introductory.  It  opens  with  a  plaintive  theme  given 
out  by  the  strings,  suggestive  of  Lenore  mourning  for  her 
lover  as  she  wakes  from  troubled  dreams.  Then  follows  an 
imitation  of  her  fate  in  a  brief  phrase  in  the  trombones.  The 
trio  of  the  march  tells  the  story  of  her  despair,  for  the  army 
has  returned  without  her  lover.  The  recurrence  of  the  first 
theme  leads  up  to  a  rhythmical  figure  in  the  viola,  represent¬ 
ing  the  tramp  of  the  steed  bearing  the  specter  bridegroom. 
The  bell  tinkles  softly,  and  Lenore  descends  to  meet  her  lover. 
Then  the  ’cellos  take  up  the  figure,  retaining  it  to  the  close. 
The  terrible  ride  begins.  The  bassoons  and  oboes  carry  on 
the  dialogue  between  the  specter  and  his  bride.  One  after 
another  the  constantly  intensified  and  impetuous  music  pic¬ 
tures  the  scenes  of  the  ride,  the  ’cellos  and  other  strings 
keeping  up  their  figure.  A  gloomy  dirge  tells  us  of  the  funeral 
train,  and  a  weird  theme  in  triple  time  of  the  specters’  dance 
about  the  gibbet,  accompanied  by  wild  cries  of  the  night  birds. 
More  and  more  furious  grows  the  ride  until  the  graveyard  is 
reached,  when,  after  a  moment  of  silence  following  the 
transformation,  a  choral  strain  is  heard,  with  a  sad  and 
tender  accompaniment.  The  wretched  maiden  has  at  last 
found  rest. 


REGER 


1873-1916 


A  Romantic  Suite 


HE  “  Romantic  Suite  ”  of  Reger’s  has  for  its  program 


A  poems  by  Von  Eichendorff  and  was  first  performed  in 
1913  at  Dresden.  The  first  movement  is  a  Nocturne,  based  on 
the  poem,  “  Nachtzauber  ”  (“Night  Magic”),  and  begins 
with  a  theme,  also  heard  in  the  Finale,  in  the  two  flutes,  with 
clarinet  accompaniment.  After  restatement  in  the  first  violins, 
a  new  theme  in  the  violins  leads  to  a  passage  in  the  clarinet. 
Other  subjects  follow,  a  theme  in  the  first  violins  and  one 
for  the  ’cellos  and  horns  leading  to  a  climax  which  gradually 
subsides  as  the  movement  closes. 

The  second  movement  is  a  Scherzo,  entitled  “  Elfe.”  With 
muted  violin  accompaniment,  a  theme  of  delicate  nature  is 
heard  in  the  wood  winds,  followed  by  another  in  the  clarinets 
and  violas.  This  in  turn  leads  to  a  theme  in  waltz  rhythm 
in  the  oboe  with  string  and  harp  accompaniment.  Another 
section  is  heard  in  the  oboe  followed  by  a  theme  alternating 
in  the  wood  winds  and  strings.  After  development  of  this 
material,  the  dance  dies  gradually  away. 

In  the  Finale,  the  composer  quotes  two  verses  of  a  poem 
entitled  “  Morgengruss  ”  (“Morning  Greeting”).  ,A  theme 
from  the  first  movement  opens  it,  after  which  the  ’cellos  and 
English  horn  have  a  stately  theme.  A  new  subject  for  horns, 
continued  in  the  wood  winds,  follows.  After  development,  a 
new  section  appears  with  its  theme'  in  the  wood  winds  and 
violas,  and  a  crescendo  leads  to  a  climax.  A  passage  in  the 
horns  with  tremolos  in  the  violins  and  violas  is  followed  by 
a  climax  which  brings  the  suite  to  a  close. 
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A  Ballad  Suite.  Op.  ISO 

Reger’s  Ballad  Suite  was  first  performed  at  Bremen  in 
1913.  It  is  scored  in  six  movements:  1.  Entree;  2.  Colum¬ 
bine;  3.  Harlequin;  4.  Pierrot  and  Pierrette;  5.  Valse  d’A- 
mour;  6.  Finale. 

“  Entree  ”  is  based  upon  a  march  theme  given  out  in  full 
orchestra  and  developed.  After  a  retard,  a  counter  theme 
appears  in  the  clarinets,  the  movement  closing  with  the  repe¬ 
tition  of  the  march  theme.  The  “  Columbine  ”  is  brief  and 
devoted  to  the  development  of  a  single  theme.  The  “  Harle¬ 
quin  ”  opens  with  a  lively  theme  in  strings  and  wood  winds, 
followed  by  a  second  theme  in  the  clarinets,  and  closing  with 
the  first.  “  Pierrot  and  Pierrette  ”  is  based  upon  a  playful 
theme  alternating  between  the  ’cello  and  oboe.  The  “  Valse 
d’Amour,”  after  a  short  introduction,  brings  forward  the  open¬ 
ing  theme  in  the  first  violins  and  ’cellos,  with  imitation  by 
oboe,  closing  after  subsidiary  episodes  with  the  first  theme. 
The  Finale  is  constructed  upon  a  dance  theme  and  closes 
with  suggestions  of  the  Valse  d’Amour  in  the  horns  against 
the  dance  theme  in  the  strings. 


REYER 


1823-1909 


Overture  to  Sigurd 


HE  opera  of  “  Sigurd  ”  by  Reyer,  whose  correct  name 


!  was  Rey,  was  first  performed  in  Brussels  in  1884,  the 
text  being  arranged  from  the  story  of  the  Nibelungs.  This 
has  given  rise  to  charges  that  Reyer  imitated  Wagner  not¬ 
withstanding  his  opera  was  written  some  years  before  either 
Wagner’s  “Siegfried”  or  “Die  Gotterdammerung  ”  was  pro¬ 
duced,  Sigurd  and  Siegfried  being  synonymous.  Among  the 
new  characters  in  “  Sigurd  ”  are  Hilda,  Gunther’s  sister,  and 
her  nurse  Uta,  and  Attila,  King  of  the  Huns,  who  is  seeking 
Hilda’s  hand.  The  story  is  more  closely  allied  to  the  Nibelung 
legend  indeed  than  Wagner’s,  as  the  latter  employs'  much 
material  borrowed  from  the  Eddas.  The  overture  is  so  freely 
constructed  and  is  so  intensely  dramatic  that  a  musical  analy¬ 
sis  would  give  little  idea  of  its  contents.  It  introduces  many 
of  the  motives,  among  them  those  of  Sigurd,  Hilda,  and  Attila, 
and  refers  to  many  of  the  situations,  among  them  the  con¬ 
demnation  of  Briinhilde,  the  chorus  of  the  Norns,  a  passionate 
aria  by  Sigurd  in  connection  with  his  contest  with  the  super¬ 
nal  beings  in  the  scene  where  he  rescues  Briinhilde  from  the 
fire,  and  the  apotheosis  in  which  she  mounts  the  funeral,  pyre. 
The  general  characteristics  of  the  overture  are  those  of  the 
opera  —  intense  dramatic  power,  the  adaptation  of  the  music 
to  the  text,  the  richly  colored  instrumentation,  and  the  use 
of  the  leading  motive. 


REZNICEK 


1861- 

Overture  to  Donna  Diana 

THE  opera  of  “  Donna  Diana  ”  was  first  performed  at 
Prague  in  1894.  The  text  is  based  upon  a  play  of  the 
same  name  by  Joseph  Sclireyvogel,  who  in  turn  adapted  his 
drama  from  a  Spanish  comedy.  The  story  is  substantially 
as  follows:  Princess  Diana  is  wooed  by  three  lovers,  two  of 
whom  are  most  ardent  in  their  devotion.  Prince  Carlos,  the 

»r 

third,  affects  indifference,  the  more  certainly  to  win  her. 
Thereupon  Diana  regards  him  with  favor  and  chides  him  for 
his  indifference.  She  fails  to  impress  him,  and  then  falls 
more  desperately  in  love,  but  he  continues  to  resist  her 
approaches.  She  then  grows  jealous,  and  informs  him  she 
is  to  marry  the  Prince  of  Blau.  In  reply  he  informs  her  that 
he  is  going  to  ask  for  the  hand  of  Cynthie,  her  maid  of  honor. 
She  is  now  overcome  with  mortification,  and  Carlos  is  con¬ 
vinced  he  has  won  the  victory.  At  last  she  bestows  herself 
upon  him,  vanquished  by  his  superiority  of  disdain.  The 
overture  is  in  regular  form.  After  a  brief  introduction  the 
principal  theme  is  given  out  by  first  violins  accompanied  by 
the  other  strings.  It  dominates  the  overture.  After  repeti¬ 
tion,  the  second  theme  appears  in  the  first  and  second  violins 
and  violas  with  wood  wind  and  horn  accompaniment.  The 
development  and  recapitulation  follow  in  the  regular  sonata 
form. 


RHEINBERGER 


1839-1901 

Symphony  No.  1  (Wallenstein) .  Op.  10 

1.  V ORSPIEL. 

2.  Adagio.  (“  Thekla.”) 

3.  Scherzo.  Poco  prir  Moderato.  (“  Wallenstein’s  Camp.  The 

Friar’s  Admonition.”) 

4.  Finaee.  (“  Wallenstein’s  Death.”) 

THE  hero  of  the  Thirty  Years’  War  has  been  celebrated 
by  Schiller  in  two  of  Lis  dramas  —  “The  Piccolomini  ” 
and  “  The  Death  of  Wallenstein.”  The  former  is  introduced 
by  a  one-act  prologue  entitled  “  The  Camp  of  Wallenstein.” 
The  composer  has  selected  episodes  from  this  trilogy  for 
musical  illustration.  Thus  in  the  Vorspiel,  or  prelude,  he 
undertakes  a  sketch  of  the  great  soldier  himself ;  the  Adagio 
brings  before  us  a  picture  of  the  devoted  Thekla ;  the  Scherzo 
is  based  upon  the  prologue  already  mentioned;  and  the  Finale 
delineates  the  close  of  the  tragical  story. 

The  opening  movement  in  its  animated  principal  theme 
sketches  the  hero.  Other  themes  more  tender  in  character 
follow,  evidently  suggestive  of  his  relations  to  Max  and  Thekla, 
the  devoted  but  sorrowful  princess  of  Friedland.  Short  and 
sombre  motives  occur,  foreshadowing  the  impending  doom  of 
the  hero. 

The  Adagio,  entitled  “  Thekla,”  is  a  character-sketch, 
opening  with  a  first  theme  of  extraordinary  beauty.  The  sec¬ 
ond  theme,  given  out  in  the  wind  instruments,  accompanied 
by  the  violins,  is  tender  and  plaintive  in  character,  and  is 
evidently  intended  for  a  picture  of  Wallenstein’s  daughter. 
A  short  episode  follows,  touching  upon  her  love  for  Max, 
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and  the  movement  closes  with  a  delineation  of  the  unrest 
which  ever  after  follows  the  unfortunate  maiden. 

The  third  movement,  Scherzo,  “Wallenstein’s  Camp,”  opens 
with  a  theme  full  of  gayety  and  abandon,  given  out  by  the 
violins,  followed  by  several  shorter  themes  and  episodes 
intended  as  pictures  of  the  wild  scenes  among  the  Croats, 
Uhlans,  Yagers,  Cuirassiers  and  camp-followers  of  Wallen¬ 
stein.  After  the  development  of  this  material  the  principal 
sub j  ect  returns  and  leads  up  to  a  new  theme  —  an  old  N  ether- 
landish  troopers’  song,  called  “William  of  Nassau.”  After 
its  development,  which  is  accomplished  in  an  effective  manner, 
the  Trio,  called  “The  Friar’s  Admonition,”  which  in  the  pro¬ 
logue  is  a  scene  for  a  Capuchin  who  enters  amid  the  general 
revelry  and  hurls  his  maledictions  at  Wallenstein,  begins  with 
a  phrase  in  mock  ecclesiastical  style,  leading  up  to  the  prin¬ 
cipal  theme,  to  which  subsidiary  phrases  respond,  evidently 
suggestive  of  the  soldiers’  taunts  and  menaces.  After  the 
development  of  these  episodes  the  violins  give  out  a  light, 
vivacious  melody  in  dance  tempo.  At  the  close  of  the  trio 
the  Scherzo  is  repeated. 

The  Finale,  “  Wallenstein’s  Death,”  opens  with  a  short 
prologue  foreshadowing  in  sombre  tones  the  coming  tragedy. 
The  movement  really  begins  with  an  Allegro  vivace  which 
recalls  martial  surroundings.  The  hero  wanders  in  dreams, 
and  the  music  delineates  his  visions.  He  awakes,  and  again 
it  paints  the  bustle  of  camp-life,  then  changing  to  an  Adagio, 
as  the  hero  slumbers  again.  Thus  the  music  alternates  between 
the  spirited  scenes  of  the  camp  and  Wallenstein’s  dream-fan¬ 
tasy,  until  the  trumpets  and  trombones  in  wild  dissonances, 
accompanied  by  a  general  outburst  from  the  whole  orches¬ 
tra,  announce  the  catastrophe. 


RIMSKY-KORSAKOV 


1844-1908 

Russian  Easter  Overture.  Op.  36 

THE  “  Eussian  Easter  ”  Overture,  based  upon  themes  from 
the  Eussian  Church  service,  was  written  in  1886.  The 
themes  are  from  the  Sixty-seventh  Psalm  and  the  Eesurrec- 
tion  scene  in  St.  Mark’s  Gospel,  closing  with  the  exultant 
Eesurrexit  theme.  “  ‘  Eesurrexit,’  sing  the  chorus  of  angels  in 
heaven  to  the  sound  of  the  archangels’  trumpets  and  the  flutter¬ 
ing  of  the  wings  of  the  seraphim ;  ‘  Eesurrexit  ’  sing  the  priests 
in  the  temples  in  the  midst  of  a  cloud  of  incense,  by  the  light  of 
innumerable  candles,  to  the  chimes  of  triumphant  bells.”  The 
first  theme  of  the  overture  is  ecclesiastical,  given  out  by  strings 
and  clarinets,  and  then  developed  in  full  orchestra.  The 
second  theme,  a  quiet  melody,  is  sung  by  violins  and  violas 
with  accompaniment  of  wood  winds  and  harps  over  a  pizzicato 
bass.  After  some  stately  passage  work,  through  which  the 
notes  of  the  trumpets  are  heard,  the  second  theme  returns 
in  the  oboe,  clarinet  and  bassoon.  A  recitative  passage  in 
trombones,  with  accompaniment  by  the  ’cellos  and  double 
bass,  is  followed  by  a  repetition  of  the  first  theme.  After  the 
elaboration  of  this  material  a  majestic  Coda  brings  the  work  to 
an  impressive  close,  in  consonance  with  the  exultant  character 
of  the  extracts  from  the  composer’s  program  cited  abovd. 


Oriental  Suite,  Antar.  Op.  9 

“  Antar  ”  was  at  first  designated  a  symphony,  being  the 
second  of  Eimsky-Korsakov’s  compositions  in  this  class,  but 
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was  afterwards  called  “  Oriental  Suite.”  The  story  of  “  An- 
tar  ”  has  its  origin  in  an  Arabian  tale  by  Sennkowsky.  Accord¬ 
ing  to  the  composer’s  program,  Antar  is  a  desert  recluse,  and 
has  sworn  hatred  against  all  human  beings.  One  day  a  beauti¬ 
ful  gazelle  appears  before  him,  and  as  he  is  about  to  pursue 
the  creature  he  descries  a  monstrous  bird  threatening  it.  He 
turns  his  weapon  against  the  bird,  which  flies  away  with 
piercing  cries.  Antar  then  falls  asleep  and  finds  himself 
transported  to  the  palace  of  the  Queen  of  Palmyra,  the  fairy 
Gul-Nazar,  who  is  none  other  than  the  gazelle.  Grateful  for 
her  rescue,  she  promises  him  the  three  greatest  enjoyments 
of  life  —  vengeance,  power,  and  love.  He  awakes  in  the 
desert,  but  is  transported  anew  to  the  palace.  After  a  long 
period  of  happiness  the  fairy  perceives  that  Antar  wearies  of 
her.  She  embraces  him,  the  fire  of  her  passion  consumes  his 
heart,  and  he  dies  in  her  arms.  There  are  two  motives  in  the 
suite  which  dominate  it  —  a  theme  in  the  opening  in  violas 
and  wood  winds,  called  the  “  Antar  motive,”  and  a  charming 
melody  in  flutes  and  horns,  which  is  the  fairy  motive.  The 
suite  is  in  four  movements,  which  have  been  thus  character¬ 
ized  by  Cesar  Cui,  the  Russian  composer,  to  whom  it  is  dedi¬ 
cated  : 

“First  part:  Antar  is  in  the  desert  —  he  saves  a  gazelle  from  a 
beast  of  prey.  The  gazelle  is  a  fay,  who  rewards  her  deliverer  by 
granting  him  three  pleasures.  The  whole  of  this  part,  which  begins 
and  ends  with  a  picture  of  the  desolate  and  boundless  desert,  is 
worthy  of  the  composer’s  magic  brush. 

“Second  part:  The  Pleasure  of  Vengeance  —  a  rugged,  savage, 
unbridled  allegro,  with  crescendos  like  the  letting  loose  of  furious 
winds. 

“Third  part:  The  Pleasure  of  Power  —  an  Oriental  march.  A 
masterpiece  of  the  finest  and  most  brilliant  interpretation. 

“Last  part:  The  Pleasure  of  Love,  amid  which  Antar  expires  — 
a  delicate,  poetic,  delicious  andante.” 

Capriccio  Espagnol.  Op.  8  If 

The  “Capriccio  Espagnol”  was  first  performed  in  St. 
Petersburg  in  1887,  and  is  dedicated  to  the  orchestra  of  the 
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Imperial  opera  which  played  it.  The  Caprice  is  con¬ 
structed  in  five  movements.  The  first,  “  Alborada,”  or  morning 
serenade,  is  elaborated  throughout  from  an  animated  motive 
announced  in  the  opening  in  the  violins.  The  second  move¬ 
ment,  “  Variations,”  consists  of  five  variations  upon  a  theme 
given  out  by  the  horns  with  string  accompaniment.  The 
third  movement,  “  Alborada,”  repeats  the  opening  “  Alborada  ” 
with  change  of  modulation  and  color.  The  fourth  movement, 
“  Scene  and  Gypsy  Song,”  is  an  Allegretto.  The  gypsy  song, 
which  is  highly  characteristic  of  the  wild  gypsy  life,  is  sung 
by  the  violins  accompanied  by  a  subject  given  out  by  the  horns 
against  the  rattle  of  the  drums.  Reaching  a  vigorous  climax, 
it  leads  without  pause  to  the  last  movement,  “  Fandango  of  the 
Asturias,”  which  is  the  old  Asturian  dance.  The  theme  of 
the  dance  is  divided  between  the  trombones  and  wood  winds. 
The  solo  violin  takes  a  variation  of  the  theme,  and  the  repeti¬ 
tion  of  the  “Alborada”  forms  the  Coda. 


Suite  Scheherezade.  Op.  35 

The  suite  “  Scheherezade  ”  repeats  some  of  the  stories  with 
which  the  Sultana  entertained  the  Sultan  Schahriar  during  the 
Thousand  and  One  Nights  and  thereby  saved  her  life.  The 
composer’s  program  names  the  four  movements  as  follows: 
“1.  The  Sea  and  Sindbad’s  Ship.  2.  The  Narrative  of  the 
Calendar  Prince.  3.  The  Young  Prince  and  the  Princess. 
4.  The  Festival  at  Bagdad.  The  Sea.  The  ship  goes  to 
pieces  on  a  rock  surmounted  by  the  bronze  statue  of  a  warrior. 
Conclusion.”  A  single  theme,  that  of  Scheherezade,  which  is 
mostly  assigned  to  the  first  violins  and  represents  the  Sul¬ 
tana  in  the  narrative,  links  the  four  themes  together.  '  The 
first  movement  opens  with  the  ocean  theme,  which  is  elab¬ 
orated  with  an  undulating,  wave-like  accompaniment.  Four 
motives  appear  in  this  movement,  the  Sea,  Wave,  Ship,  and 
Scheherezade,  and  the  elaboration  of  these  principal  ideas 
constitutes  the  contents  of  the  movement.  In  the  second  move¬ 
ment,  after  the  Scheherezade  motive,  the  bassoon  over  a  drone 
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bass  begins  the  Calendar  Prince’s  Narrative.  It  is  then  taken 
up  in  the  oboe  with  harp  accompaniment,  next  in  the  violins, 
and  last  in  the  wood  winds  and  horns  with  pizzicato  string 
accompaniment.  A  new  theme  now  appears  in  trombones  and 
trumpets  as  a  recitative,  which  leads  to  a  brilliant  march 
rhythm,  worked  up  in  full  orchestra  and  accompanied  by  frag¬ 
ments  of  the  previous  themes,  which  bring  the  movement  to 
a  close  in  an  outburst  of  jollity.  The  third  movement  begins 
with  a  charming  romanza,  interrupted  here  and  there  by  the 
Scheherezade  motive.  The  second  theme  presents  the  most 
bizarre  effects,  and  is  given  an  Oriental  color  by  the  fantastic 
use  of  the  triangle,  tambourine,  cymbals,  and  drum.  It  is  a 
veritable  picture  of  an  Arabian  night.  The  final  movement 
suggests  the  Sea  motive  of  the  opening,  followed  by  a  recita¬ 
tive  passage  in  solo  violin  and  leading  to  a  description  of  the 
Bagdad  fetes,  in  which  the  preceding  motives  are  worked  up 
into  a  wild  dance,  which  waxes  more  and  more  furious  until  at 
last  the  trombones  produce  the  crash  of  the  ship  on  the  mag¬ 
netic  rocks  and  the  fury  of  a  storm.  It  gradually  subsides, 
and  reminiscences  of  previous  developments  bring  Schehere- 
zade’s  story  to  an  end. 


V aviations  on  a  Russian  Theme 

The  “  Variations  on  a  Russian  Theme  ”  first  appeared  in 
1903  and  was  played  for  the  first  time  in  this  country  by 
the  Chicago  Symphony  Orchestra  in  the  same  year.  The 
theme  itself  is  a  Russian  folk  song  found  among  others  in  a 
collection  made  by  Rimsky-Korsakov  and  those  who  collab¬ 
orated  in  the  variations  are  Artcibouchev,  Wihtal,  Liadov, 
Rimsky-Korsakov,  and  Glazounov.  The  six  variations  are  a 
March,  Allegretto,  Vivo,  Allegretto,  Andante,  and  Moderato 
Maestoso.  They  hardly  need  analysis  as  they  follow  the 
original  theme  quite  closely  and  are  mainly  interesting  as  an 
exposition  of  the  styles  of  the  modern  Russian  composers, 
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1792-1868 

Cantata ,  Stabat  Mater 

THE  “  Stabat  Mater  ”  was  written  in  1832  but  was  not  pub¬ 
licly  performed  until  1842,  when  Grisi,  Albertazzi,  Mario, 
and  Tamburini  were  the  soloists.  A  brilliant  prelude  leads  to 
the  opening  chorus  (“  Stabat  Mater  dolorosa”),  arranged  for 
solos  and  chorus  in  dramatic  style.  It  is  followed  by  the 
tenor  solo  (“Cujus  Animam”),  a  clear-cut  melody,  free  of 
embellishment  and  brilliant  in  character.  The  next  number 
(“  Quis  est  Homo”),  for  two  sopranos,  is  based  upon  a  lovely 
melody,  first  given  out  by  the  first  soprano,  and  then  by  the 
second,  after  which  the  two  voices  carry  the  theme  through 
measure  after  measure  of  mere  vocal  embroidery,  closing  with 
a  cadenza  in  genuine  operatic  style.  The  fourth  number  is 
the  bass  aria  (“Pro  peccatis”),  the  two  themes  in  which 
are  earnest  and  even  serious  in  character  and  come  nearer  to 
the  church  style  than  any  other  part  of  the  work.  It  is  followed 
by  a  beautifully  constructed  number  (“  Eia  Mater”),  a  bass 
recitative  with  chorus.  The  sixth  number  is  a  quartet 
(“Sancta  Mater”),  full  of  variety  in  its  treatment  and  clos¬ 
ing  in  full,  broad  harmony.  After  a  short  solo  for  soprano 
(“Fac  ut  portem”),  the  climax  is  reached  in  the  (“  Inflam- 
matus”),  a  brilliant  soprano  obligato  with  choral  accompani¬ 
ment.  The  solo  number  requires  a  voice  of  exceptional  range, 
power  and  flexibility;  with  this  condition  satisfied,  the  effect 
is  intensely  dramatic,  and  particularly  fascinating  by  the 
manner  in  which  the  solo  is  set  off  against  the  choral  back¬ 
ground.  An  unaccompanied  quartet  in  broad,  plain  harmony 
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(“Quando  Corpus”),  leads  to  the  showy,  fugued  (“Amen”) 
which  closes  the  work. 


Overture  to  William  Tell 

The  overtures  to  the  Rossini  operas,  particularly  those 
to  the  brassy  “  La  Gazzy  Ladra  ”  with  its  inane  maid  and 
magpie  story,  and  to  the  showy  “  Semiramide,”  were  popular 
for  a  long  period,  but  the  overture  to  “  William  Tell,”  his  last 
dramatic  work,  is  the  only  one  that  still  retains  its  place 
upon  concert  programs.  The  story  of  the  opera  closely  fol¬ 
lows  Schiller’s  drama  and  is  so  well  known  that  it  is  unneces¬ 
sary  to  repeat  it.  The  introduction  to  the  overture  in  the 
’cellos  and  basses  is  supposed  to  picture  the  sunrise  among 
mountain  solitudes.  The  second  part  describes  the  fall  of 
rain  and  the  rapid  gathering  of  a  furious  Alpine  storm.  As 
it  gradually  dies  away,  an  Andante  announces  the  shepherds’ 
thanksgiving  and  the  English  horn  sings  the  “  Ranz  des 
Vaches.”  This  is  followed  by  trumpet  calls,  summoning  the 
Swiss  soldiers,  and  their  march.  A  brilliant  Coda  brings  the 
overture  to  its  close.  The  work,  although  in  regular  form, 
is  rather  a  tone-picture  or  fantasia  than  an  overture.  Though 
the  libretto  of  “William  Tell”  is  far  from  dramatic  and  is 
wretchedly  constructed,  the  overture  is  quite  powerful,  and 
portions  of  it,  as  in  the  case  of  the  opera,  are  as  dramatic 
as  anything  Rossini  has  written.  It  is  particularly  noticeable 
for  its  melodiousness  as  well  as  for  its  effective  and  signifi¬ 
cant  instrumentation. 
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Symphony  No.  2,  in  C  Major  ( Ocean ).  Op.  Jf.2 

1.  Allegro  maestoso. 

2.  Adagio  host  tanto. 

3.  Scherzo. 

4.  Finale.  Allegro  con  fuoco. 

5.  Adagio.  (Supplementary.) 

6.  Scherzo.  (Supplementary.) 

THE  “Ocean  Symphony/’  written  in  1868,  is  dedicated  to 
Franz  Liszt,  the  founder  of  the  program-music  of  the 
new  school.  Although  generally  considered  to  have  no 
definitely  pronounced  character  of  tone-painting,  the  writer 
has  it  from  the  lips  of  the  composer  that  the  headings  for 
the  different  movements,  if  he  had  wanted  to  make  use  of 
them,  would  have  been  somewhat  like  this:  First  move¬ 
ment,  wind  and  water;  Adagio,  an  evening  on  the  ocean; 
Scherzo,  dance  of  Tritons  and  Naiads;  while  the  idea  of 
a  triumphal  procession  of  Neptune  and  his  attendants  under¬ 
lies  the  Finale.  With  the  supplementary  numbers  five  and  six 
the  composer  laughingly  remarked,  “  I  am  trying  to  get  on 
dry  land  again.”  As  they  are  not  likely  to  be  performed  in  con¬ 
nection  with  the  symphony,  it  is  not  necessary  to  consider  them. 

The  opening  movement,  an  Allegro  maestro,  begins  with 
the  chord  of  the  tonic,  in  a  tremolo  piano  for  two  measures, 
above  which  rises  in  the  third  measure  a  figure  in  the  flutes 
which  sounds  like  the  springing  up  of  a  gentle  breeze.  Later 
on,  this  airy  triplet  is  offset  by  a  motive  for  the  violins, 
which,  by  its  even  motion  of  quarter  notes  and  the  rise  and 
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fall  of  its  melody,  seems  to  portray  the  slow  rolling  of  the 
mighty  waves. 

The  Adagio  non  tanto  has  for  its  leading  theme  a  sombre 
and  pathetic  melody.  Night  has  spread  over  the  water,  but 
in  the  music  human  interest  predominates  in  this  solitude  of 
Nature.  The  questioning  step  of  the  major  fourth;  the  long- 
sounding  call  of  the  horn  through  the  still  night;  and  the 
ever-rippling  motion  in  the  accompaniment  —  are  expres¬ 
sions  of  the  poetic  nature  of  the  composer. 

The  third  movement,  or  Scherzo,  is  an  Allegro,  and  dis¬ 
plays  the  rollicking  sport  of  the  sea-people.  The  ponderous 
gyrations  of  the  basses  at  the  opening  may  represent  the 
sports  of  Tritons  or  sailors.  The  accompaniment  is  full  of 
original  force  and  humor,  often  broad,  and  at  times  unre¬ 
strained. 

The  Finale,  Allegro  con  fuoco,  in  the  step  of  the  third  in 
the  first  motive,  has  the  germ  of  pompous  festivity,  which, 
although  relieved  by  strains  of  a  quieter  character,  domi¬ 
nates  the  whole  movement,  and  reaches  its  climax  in  a  grand 
chorale.  The  trombones  carry  the  noble  hymn  through  the 
agitation  of  roaring  waves,  which  storm  against  it  in  the 
rushing  figures  of  the  violins,  and  bring  this  grand  ocean 
poem  to  an  imposing  and  befitting  close. 


Symphony  No.  in  D  Minor  (Dramatic).  Op.  95 

1.  Lento.  Allegro  moderato. 

2.  Presto.  Allegro  ma  non  troppo. 

3.  Adagio. 

4.  Largo.  Allegro  con  fuoco. 

The  Dramatic  Symphony,  next  to  the  “  Ocean  ”  the  great¬ 
est  of  Rubinstein’s  works  of  this  kind,  was  written  in  1875, 
and  first  produced  at  a  concert  given  by  the  St.  Petersburg 
Conservatory  in  that  year.  It  is  written  for  full  orchestra, 
thus  placing  the  most  complete  resources  in  the  hands  of  the 
composer;  and  in  technical  skill,  boldness  of  treatment,  and 
largeness  of  conception  is  a  masterpiece. 
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The  first  movement.  Lento,  developing  to  Allegro  moderato, 
is  essentially  tragic  in  its  style,  though  its  themes  are  simple, 
despite  their  elaborate  treatment  and  its  intrinsic  difficulties. 
The  introduction,  Lento,  opens  with  a  theme  given  out  by  the 
bass  strings  in  unison.  It  is  subjected  to  an  ingenious  variety 
of  treatment,  introducing  the  Allegro  moderato,  or  real  open¬ 
ing  of  the  movement.  It  begins  with  a  theme  which  is  devel¬ 
oped  in  a  truly  dramatic  manner,  leading  up  to  a  short  prelude 
consisting  of  a  gentle  strain  sung  by  the  clarinet,  with  accom¬ 
paniment  by  the  strings  and  introducing  the  second  theme,  a 
stately  melody  given  out  by  the  horns  and  bassoons  and 
answered  by  the  strings.  These  two  themes  are  skilfully 
combined  with  other  matter,  and  prepare  the  way  for  the 
introduction  of  still  another  broad  and  heroic  theme,  which 
closes  the  first  part  of  the  movement. 

The  second  movement,  Presto,  begins  with  short,  sharp 
signals  and  intervening  pauses,  introducing  a  furious  but 
rhythmical  theme  which  dominates  the  whole  movement.  In 
the  Moderato  assai  a  violin  solo  of  a  grotesque  character 
occurs.  This  and  other  episodes  of  a  somewhat  eccentric 
character  give  variety  to  the  first  part.  The  furious  Presto 
soon  returns  to  give  place  to  a  delicate  and  pleasing  trio 
based  upon  two  principal  subjects,  accompanied  by  several 
melodic  figures  which  play  an  important  part  in  the  develop¬ 
ment.  The  Presto  is  then  repeated,  and  a  phrase  from  the 
trio  forms  the  Coda. 

The  Adagio  is  a  simple,  beautiful  movement,  in  striking 
contrast  with  what  has  preceded  it.  It  has  three  prin¬ 
cipal  themes  —  the  first  given  out  by  the  violins,  the  second 
by  the  ’cellos,  and  the  third  again  by  the  violins.  It  opens 
with  a  tender  and  graceful  melody,  developed  in  a  delight¬ 
fully  harmonious  manner  and  finally  giving  way  to  the  sec¬ 
ond  theme,  equally  beautiful,  but  more  energetic.  At  its  close 
the  opening  theme  is  again  heard,  first  stated  by  the  horns 
and  then  as  a  clarinet  solo,  with  string  accompaniment.  At  its 
conclusion  a  third  subject  appears,  given  out  by  the  violins. 
This  dramatic  succession  makes  an  impressive  effect.  The 
elaboration  of  these  themes  is  accompanied  by  a  chorale- 
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like  strain  for  the  bass  strings,  which  gives  a  religious  tone 
to  the  close. 

The  Finale  opens  with  an  introductory  Largo  for  full 
orchestra,  at  the  close  of  which  the  Allegro  con  fuoco  enters 
with  furious  energy  upon  a  theme  for  all  the  strings  in  unison, 
followed  by  an  auxiliary  subject,  which  is  hardly  more  than 
stated  before  the  first  theme  returns,  this  time  the  melody 
being  in  the  basses,  and  the  violin  accompanying.  These  two 
subjects  are  elaborately  developed,  the  energetic  character 
of  the  movement  being  always  preserved.  During  their  devel¬ 
opment  a  new  phrase  appears  in  the  violins,  which  is  treated 
in  ingenious  variation.  The  remainder  of  the  movement  is 
(occupied  with  the  broad  and  dignified  treatment  of  the 
thematic  material  with  numerous  episodes  interwoven.  It  flows 
on  with  resistless  force,  constantly  gathering  fresh  energy  as 
new  ideas  are  added,  and  finally  closes  with  a  triumphant 
outburst  in  which  the  principal  subject  is  heard  again  assert¬ 
ing  its  superiority. 


Overture  to  Dimitri  DonsJcoi 

“  Dimitri  Donskoi  ”  was  the  first  opera  written  by  Rubin¬ 
stein  and  was  first  produced  in  St.  Petersburg  in  1882.  The 
overture  opens  with  an  Adagio  introduction,  the  first  theme 
given  out  by  the  ’cellos,  the  clarinet,  horn,  and  bassoon  filling 
out  the  harmony.  After  the  development  of  this  theme 
the  main  section  of  the  overture  opens  with  a  very  dramatic 
theme  in  the  violins,  violas,  and  ’cellos,  brilliantly  elaborated 
by  the  strings,  wood  winds,  and  horns.  A  subsidiary  passage 
in  violas  follows,  after  which  the  opening  theme  returns 
fortissimo  in  the  full  orchestra,  leading  to  the  second  theme, 
given  out  by  flute  and  clarinet,  followed  by  development. 
After  the  free  fantasia  the  closing  section  of  the  overture 
begins  with  a  return  of  the  first  theme  in  the  strings.  Pas¬ 
sages  of  the  free  fantasia  and  suggestions  of  the  introductory 
Adagio  lead  to  a  new  and  stately  phrase  announced  in  the 
wood  winds  and  worked  up  to  a  climax,  leading  in  turn  to 
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the  Coda,  in  which  the  wood  wind  phrase  is  given  out  in  a 
majestic  manner  in  the  brasses,  with  the  strings  tremolo,  the 
whole  closing  fortissimo. 


Suite,  Bal  Costume.  Op.  103 

The  “  Bal  Costume  ”  is  a  suite  in  six  movements.  The  first 
part  introduces  the  ballroom  with  its  vivacious  surroundings, 
the  soft  whisperings  and  loud  conversation  of  the  guests. 
The  second  part,  a  charming  gavotte,  illustrates  shepherds 
and  shepherdesses  walking  arm  in  arm  through  the  hall,  and 
is  followed  in  the  third  part  by  a  striking  tarantella,  which 
represents  a  merry  group  of  Neapolitan  men  and  women.  The 
fourth  part  is  Spanish  throughout  and  full  of  vivid  local 
color.  It  depicts  an  Andalusian  Carmen  wooed  by  an  impetu¬ 
ous  toreador.  The  fifth  part  may  refer  to  Tannhauser,  as 
indicated  by  its  title,  “  The  Pilgrim  and  the  Evening  Star.” 
The  theme  of  the  movement  is  a  hymn-like  strain  accompanied 
by  sensuous  whisperings  in  the  harp.  The  sixth  and  last  part 
of  the  suite  is  of  a  military  character  and  is  intended  to 
illustrate  a  drummer  boy  with  a  cantiniere. 


Ballet  Music  from  F er amors 

The  opera  of  “Feramors”  was  first  performed  in  Dres¬ 
den  in  1863.  It  is  founded  upon  Moore’s  “  Lalla  Rookh  ” 
and  relates  the  love  story  of  the  Hindoo  Princess  Lalla,  who 
has  been  plighted  to  the  Sultan  of  Bokhara,  whom  she  has 
never  seen.  Secretly  she  is  in  love  with  the  singer  and  poet 
Feramors.  During  a  journey  to  Delhi  she  meets  a  royal 
pageant  of  dancers  and  musicians  who  entertain  her  as  she 
rests  in  the  Vale  of  Cashmere.  On  her  wedding  morning  she 
discovers  that  the  poet  and  the  Sultan  are  one  and  the  same 
person.  The  ballet  comprises  four  numbers.  The  first,  “  Baya- 
derentanz  ”  (“Dance  of  the  Bayaderes”),  is  based  on  two 
themes,  the  first  announced  in  the  strings  with  figures  in  the 
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wood  winds  and  horns,  and  the  second,  a  theme  marked  by  Ori¬ 
ental  color,  over  a  graceful  passage  for  strings  and  marked 
by  a  strong  tambourine  accent.  The  movement  is  light  and 
airy.  The  second  movement  is  in  waltz  tempo,  imitated  in  the 
wood  winds.  In  the  Trio  the  violins  and  violas  have  a 
smoothly  flowing  melody,  the  counter  theme  being  a  lovely 
melody  for  the  horns.  The  waltz  is  repeated  in  the  wood 
winds  over  phrases  in  horn  and  first  violins,  the  accompani¬ 
ment  now  marked  in  the  triangle.  The  third  movement  is 
a  second  dance  of  Bayaderes,  which  is  more  stately  and  ani¬ 
mated  than  the  first,  the  Coda  introducing  all  the  rhythms 
of  the  dance,  and  preparing  the  way  for  the  “  Hochzeitszug,” 
which  is  the  gathering  and  march  of  the  bridal  procession, 
forming  a  brilliant  closing  picture  in  Oriental  tones. 


SAINT-SAENS 


1835- 

Symphony  No.  3,  in  A  Minor.  Op.  55 

1.  Allegro  marcato.  Allegro  passionato. 

2.  Adagio. 

3.  Scherzo.  Presto. 

4.  Prestissimo. 

SAINT-SAENS’  Third  Symphony  was  written  in  1878.  It 
is  scored  for  full  orchestra,  except  trombones,  and  is 
characterized  by  the  gracefulness  rather  than  the  depth  of  its 
ideas.  The  two  strong  chords  leading  to  an  animated  passage 
in  the  strings,  which  is  recitative  in  its  style,  and  a  short 
episode  lead  to  the  first  theme,  given  out  in  the  violins,  which, 
after  imitation  by  the  other  strings,  gives  place  to  the  second 
theme.  The  two  subjects  are  then  ingeniously  and  spiritedly 
combined.  After  an  inversion  of  the  second,  forming  a  new 
melody,  a  third  subject  appears  in  flute  and  strings.  The  three 
are  then  combined  in  various  positions  until  the  first  reappears. 
The  second  is  used  episodically.  There  are  reminiscences  of 
the  Introduction,  and  a  Coda  formed  out  of  the  third  closes 
the  movement. 

The  Adagio  is  a  charming  movement,  graceful,  delicate,  and 
sweet,  though  short.  It  is  built  up  on  two  themes  —  the  first 
of  a  pastoral  character,  in  the  muted  strings ;  and  the  ‘second 
in  the  English  horn,  with  strings,  this  instrument  being  used 
with  particularly  happy  effect.  The  Adagio  is  in  the  major 
key,  but  the  Scherzo  returns  to  the  minor.  It  opens  with  a 
lively,  piquant  theme,  which  after  varied  repetitions  gives 
place  to  a  second  theme,  introduced  in  the  horns  and  taken  up 
in  the  strings  and  oboes.  The  first  theme  is  repeated,  and 
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leads  to  a  solo  for  the  oboe.  The  development  of  this  mate¬ 
rial  is  skilful,  and  with  a  vigorous  pizzicato,  accompanied  by 
the  wind  instruments  in  sustained  chords,  the  movement  closes. 

The  final  movement,  prestissimo,  is  rightly  characterized. 
It  is  an  exhilarating  dance  rhythm  of  the  Saltarello  order, 
starting  off  with  a  theme  in  the  first  violins,  accompanied 
by  the  other  strings  pizzicato.  The  vigorous  skipping  mel¬ 
ody  is  followed  by  a  second  theme  which  preserves  the  same 
rhythm.  The  two  are  then  combined  in  a  diversity  of  styles, 
and  gather  fresh  interest  as  the  horns  take  up  the  merry 
effect,  the  piccolo  doing  good  service  with  the  melody.  After 
a  slower  episode  the  first  theme  reappears  and  goes  skipping 
off  again  in  its  spirited  dance.  In  the  Coda,  the  second 
theme  is  heard  in  unison  among  the  strings,  and  with  a  few 
strong,  harmonious  chords  the  symphony  closes. 


Symphony  No.  5,  in  C  Minor.  Op.  78 

1.  Adagio.  Allegro  moderato.  Poco  adagio. 

2.  Allegro  moderato.  Presto.  Maestoso.  Allegro. 

Saint-Saens’  Fifth  Symphony  was  written  for  the  London 
Philharmonic  Society;  and  its  first  performance,  July  19,  1886, 
was  conducted  by  the  composer  himself.  For  this  occasion 
the  composer  prepared  an  analysis  of  its  contents  and  structure 
for  the  program,  which  is  followed  in  this  analysis.  After  a 
slow  and  plaintive  introduction  in  violins  and  oboes,  the  string 
quartet  gives  out  the  first  theme,  sombre  and  agitated  in  char¬ 
acter,  which,  after  transformation  by  the  wind  instruments, 
leads  to  a  second  subject,  marked  by  greater  repose.  After  a 
short  development,  presenting  the  two  themes  simultaneously, 
the  second  reappears  in  new  and  striking  form,  though  brief 
in  its  duration.  This  is  followed  by  a  fresh  transformation 
of  the  first  theme,  through  the  restlessness  of  which  are  heard 
at  intervals  the  plaintive  notes  of  the  opening  Adagio.  Various 
episodes,  introducing  a  gradual  feeling  of  repose,  lead  to  the 
Adagio,  in  D  flat,  the  subject  of  which  is  given  out  in  the 
violins,  violas,  and  ’cellos,  sustained  by  organ  chords.  It  is 
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then  assigned  to  clarinets,  horn  and  trombone,  accompanied 
by  the  divided  strings.  After  a  fanciful  and  elaborate  violin 
variation,  the  second  transformation  of  the  initial  theme  of  the 
Allegro  reappears,  restoring  the  old  restlessness,  which  is 
still  further  augmented  by  dissonant  harmonies.  The  princi¬ 
pal  theme  of  the  Adagio  then  returns,  this  time  played  by  a 
violin,  viola,  and  ’cello  solo,  accompanied  by  the  chords  of  the 
organ  and  the  persistent  rhythm  in  triplets  of  the  preceding 
episodes.  The  movement  closes  with  a  Coda,  “  mystical  in 
sentiment,”  says  the  composer. 

The  second  movement,  Allegro  moderato,  opens  with  a  vig¬ 
orous  figure,  which  is  at  once  followed  by  a  third  transforma¬ 
tion  of  the  initial  theme  of  the  first  movement,  in  more  agitated 
style  than  the  others,  and  limited  to  a  fantastic  character, 
Avhich  declares  itself  in  a  tumultuous  Presto,  through  which 
flash  at  intervals  the  arpeggios  and  rapid  scale  passages  of  the 
pianoforte,  accompanied  by  a  syncopated  rhythm  in  the  orches¬ 
tra,  and  interrupted  at  last  by  an  expressive  motive.  After 
the  repetition  of  the  Allegro  moderato,  a  second  Presto  is 
introduced,  in  which  shortly  appears  a  calm,  earnest  figure 
for  trombones,  in  striking  contrast  with  the  fantastic  charac¬ 
ter  of  the  first  Presto.  There  is  an  evident  conflict  between 
the  two,  ending  in  the  defeat  of  the  latter ;  and  after  a  vague 
reminiscence  of  the  initial  theme  of  the  first  movement,  a 
Maestoso,  C  minor,  announces  the  ultimate  triumph  of  the 
new  and  earnest  figure.  The  initial  theme  of  the  first  move¬ 
ment  in  its  new  form  is  next  stated  by  the  divided  strings  and 
the  pianoforte,  four  hands,  and  taken  up  in  organ  and  full 
orchestra.  After  development  in  three-bar  rhythm,  there  is 
an  episode  for  organ,  followed  by  a  pastoral  theme  twice 
repeated.  A  Coda,  in  which  the  initial  theme  by  a  last  trans¬ 
formation  appears  as  a  violin  passage,  finishes  this ‘unique 
work. 


Suite,  Algerienne.  Op.  60 

The  Suite  “  Algerienne  ”  has  for  its  title  on  the  score  “  Pic¬ 
turesque  Impressions  of  a  Voyage  to  Algeria.”  As  this  title 
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suggests,  it  is  a  tone-picture,  and  its  four  movements  need  only 
brief  description  to  convey  the  meaning  of  their  contents.  It 
opens  with  a  prelude,  “  View  of  Algiers,”  in  which  the  char¬ 
acteristic  undulatory  movement  of  the  music  indicates  the  sea, 
and  other  phrases  the  vessel  approaching  the  harbor  and 
glimpses  of  novel  sights.  The  second  movement,  “  Moorish 
Rhapsody,”  is  in  three  closely  connected  sections.  The  first 
is  brilliant  in  style,  and  is  closely  worked  out  contrapuntally. 
The  second  is  based  upon  an  Oriental  melody  and  is  simple 
in  construction,  and  the  third  is  marked  by  fantastic  combina¬ 
tions  of  instruments  and  bizarre  effects.  The  third  movement, 
“  An  Evening  Dream  at  Blidah,”  a  fortress  near  Algiers,  is  a 
quiet,  romantic  nocturne.  In  the  last  movement  a  French 
military  march  is  worked  up  in  elaborate  style.  A  note  to  the 
score  indicates  that  the  composer  not  only  emphasizes  his  joy 
in  viewing  the  French  garrison,  but  also  the  security  felt 
under  its  protection.  Judged  by  the  pomposity  of  the  march 
rhythm,  the  composer’s  joy  and  sense  of  security  knew  no 
bounds  in  expression. 

Rouet  d’Omphule.  Op.  31 

The  symphonic  poem,  “Rouet  d’Omphale  ”  (“  Omphale’s 
Spinning-wheel”),  illustrates  the  old  story  of  Hercules  serv¬ 
ing  as  slave  to  the  Lydian  queen,  and  running  her  spinning- 
wheel  in  female  attire  by  her  side.  The  composition  is  in 
sonatina  form,  and  quite  short,  but  exceedingly  naive  and 
graceful.  It  begins  with  a  characteristic  imitation  of  the 
wheel  by  the  violins  in  a  well-known  figure.  The  second 
motive,  a  sombre  melody  in  the  bass,  characterizes  the  lament¬ 
ing,  groaning  Hercules;  but  Omphale  soon  sets  him  to  work 
again,  and  the  wheel  resumes  its  lively,  characteristic  rhythm. 
The  poem  is  vivacious  and  elegant  throughout,  and  a  good 
illustration  of  Saint-Saens’  cleverness  in  instrumentation. 

Phaeton.  Op.  35 

The  symphonic  poem  of  “  Phaeton  ”  has  for  its  story  the 
legend  of  the  unfortunate  amateur  charioteer  of  the  sun,  who. 
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having  obtained  permission  to  drive  the  fiery  steeds,  approaches 
so  near  the  earth  that  it  is  only  saved  from  destruction  by 
Jupiter,  who  interposes  with  a  timely  thunderbolt,  and  hurls 
the  reckless  driver  into  the  outer  limbo.  It  begins  with  a 
bright,  pleasant  melody,  the  driver  evidently  contemplating 
an  agreeable  journey.  Soon  another  theme  comes  in;  the 
chariot  is  taking  an  upward  flight.  Anon  he  loses  his  course, 
and  the  first  theme  appears  with  significant  chromatic  changes. 
His  indecision,  fear,  and  despair  are  clearly  indicated 
in  the  uncertain,  abrupt  and  wandering  character  of  the 
music.  At  last  Jupiter  settles  matters  with  an  outburst  of 
trumpets ;  and  the  poem  closes  with  the  second  theme  in  dirge 
form,  singing  a  lament  for  the  unfortunate  victim  of  over¬ 
curiosity  and  confidence. 


Danse  Macabre.  Op.  JfO 

The  “  Danse  Macabre,”  or  “  Dance  of  Death,”  is  based 
upon  a  grotesque  poem  by  Henri  Cazalis,  beginning  “  Zig  et 
zig  et  zig,  la  Mort  in  cadence.”  Death  is  described  as  a  fid¬ 
dler,  summoning  the  skeletons  from  their  graves  at  midnight 
for  a  dance,  the  hour  being  indicated  on  the  harp.  The  ghastly 
merriment,  interrupted  by  some  sombre  strains,  is  kept  up 
until  the  cock  crows,  the  signal  for  the  instant  disappearance 
of  the  grim  and  clattering  revelers.  The  poem  is  based  upon 
two  themes  —  one  in  dance  measure,  punctuated  with  the  clack 
of  bones,  and  the  other  a  more  serious  strain,  symbolical  of 
night  and  the  loneliness  of  the  grave.  The  variations  upon 
these  two  themes  continue  until  the  cock-crow,  given  out  in  the 
oboe,  sounds  the  signal  for  the  close.  The  poem,  in  a  word, 
is  a  waltz  measure  set  off  with  grotesque,  but  ingenious  instru¬ 
mentation. 


Symphonic  Poem,  La  Jeunesse  d’Hercule 

The  following  inscription  on  the  score  gives  the  program 
of  “The  Youth  of  Hercules”:  “The  fable  relates  that  Her- 
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cules  on  his  entrance  upon  life  saw  two  roads  lie  open  before 
him — that  of  pleasure  and  that  of  virtue.  Insensible  to  the 
seductions  of  nymphs  and  bacchantes,  the  hero  chooses  the 
paths  of  struggle  and  combats,  at  the  end  of  which  he  catches 
a  glimpse  of  the  reward  of  immortality,  through  the  flames 
of  the  funeral  pyre.” 

The  poem  begins  with  a  slow  introduction  in  the  muted 
violins,  accompanied  in  the  strings  and  wood  winds.  A  roll 
of  the  kettle-drums  leads  to  the  first  theme,  given  out  in  the 
strings.  Development  in  the  strings,  wood  winds,  and  horns 
leads  to  a  subsidiary  theme  in  the  violins,  with  accompaniment 
in  wood  winds.  The  second  theme  opens  in  the  flute  and 
clarinet,  then  appears  in  the  first  violins,  next  in  the  harp, 
and  finally  subsides  pianissimo  in  the  horn.  An  Allegro  fol¬ 
lows,  giving  out  a  festive  melody  in  the  flute  over  a  tremolo  in 
the  violas,  joined  by  the  second  violins.  After  development, 
it  dies  away  and  the  Andante  of  the  first  theme  returns,  and 
is  extensively  developed.  At  last  it  works  up  to  a  vigorous 
climax,  when  suddenly  the  second  theme  appears  in  opposition 
in  the  wood  winds,  harp,  and  horns.  The  struggle  between 
them  leads  to  a  climax,  closing  with  the  superiority  of  the 
first  theme  given  out  in  full  orchestra. 
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Symphony  No.  8,  in  B  Minor  ( Unfinished ) 

1.  Allegro  modehato. 

2.  Andante  con  moto. 

SCHUBERT’S  Eighth  Symphony  is  but  a  fragment.  The 
first  two  movements  are  complete.  There  are  nine  bars 
of  a  Scherzo,  and  with  them  the  symphony  stops;  and  yet 
among  all  of  the  composer’s  works  not  one  is  more  beautiful 
in  ideas  or  more  perfect  in  form  than  this.  No  more  of  it  has 
ever  been  found,  and  no  one  knows  why  Schubert  abandoned 
it.  The  first  page  of  the  score  is  dated,  “  Vienna,  October  30, 
1822.”  The  first  performance  was  given  at  the  Crystal  Palace, 
London,  on  the  sixth  of  April  in  the  same  year.  Since  that 
time  the  symphony  has  become  one  of  the  favorite  numbers  on 
the  concert-stage. 

The  Allegro  opens  at  once  and  without  introduction  with 
an  impressive  subject  given  out  by  the  ’cellos  and  basses.  At 
its  close  the  oboes  and  clarinets  take  up  a  melodious  theme 
pianissimo,  the  violins  accompanying  it  in  an  agitated  manner. 
After  a  short  development  of  this  theme  the  ’cellos  enter  with 
a  melody  which,  will  never  cease  to  fascinate  the  hearer  with 
its  wonderful  beauty  and  grace  of  motion.  After*  its  repeti¬ 
tion  by  the  violins  in  octaves  there  comes  a  pause  followed  by 
a  most  passionate  declaration  in  the  minor,  as  if  to  drown  the 
memory  of  the  former  moment  of.  happiness.  The  beautiful 
theme  again  returns,  however,  and  the  first  part  of  the  move¬ 
ment  closes  with  a  struggle  between  these  expressions  of 
perfect  happiness  and  wild  passion.  The  second  part  opens 
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with  the  original  subject  varied  for  the  basses,  which  is  grandly 
developed  amid  full  orchestral  outburst  up  to  a  powerful 
climax.  As  it  dies  away  the  first  theme  reenters,  and  is  again 
treated  with  charming  variety,  the  whole  closing  with  another 
climax  in  which  the  opening  subj  ect  forms  the  material  of  the 
Coda. 

The  Andante  begins  with  an  introductory  passage  in  the 
horns  and  bassoons,  the  double-basses  accompanying  pizzi¬ 
cato,  leading  up  to  another  lovely  theme  given  out  by  the  violins. 
After  a  striking  development  of  this  theme  the  second  subject 
is  stated  in  the  clarinets  with  string  accompaniment,  repeated 
by  the  oboe  with  the  addition  of  a  new  phrase,  in  which  the 
flute  joins.  The  whole  orchestra  follows  with  stately  harmony, 
succeeded  by  an  episode  which  leads  up  to  a  new  treatment 
of  the  second  theme  in  the  strings.  Then  follows  the  customary 
repetition  in  brilliant  detail.  The  Coda  is  full  of  melodious 
beauty,  and  closes  this  delightful  work. 


Symphony-No.  9,  in  C  Major 

1.  Andante.  Allegro  ma  non  troppo, 

2.  Andante  con  moto. 

3.  Scherzo.  Allegro  vivace. 

4.  Finale.  Allegro  vivace. 

The  Symphony  in  C,  the  last  and  culminating  work  of 
Schubert’s  genius,  is  literally  his  swan  song.  It  was  begun 
in  March,  1828,  and  on  the  nineteenth  of  November  of  the 
same  year  he  passed  away.  On  the  twelfth  of  December  fol¬ 
lowing  his  death,  it  was  produced  at  the  Redouten-Saal  in 
Vienna,  and  was  repeated  in  the  ensuing  March.  It  was  then 
neglected  and  forgotten  until  1838,  in  which  year  Schumann 
visited  Vienna,  and,  finding  the  score,  obtained  permission  to 
take  it  with  him.  He  at  once  went  to  Leipsic,  where  Men¬ 
delssohn  was  at  that  time  conducting  the  Gewandhaus  con¬ 
certs,  and  together  the  two  friends  and  composers  studied  it. 
It  did  not  take  them  long  to  discover  its  beauty,  notwithstand- 
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ing  its  length.  It  was  performed  at  the  Gewandhaus,  March 
22,  1839. 

The  first  movement  opens  with  an  introductory  Andante, 
the  tender,  fairy-like  melody  of  which  is  assigned  to  the  horns 
alone,  afterward  repeated  by  oboes  and  clarinets.  After 
working  up  at  some  length  a  start  is  made  pianissimo,  and  a 
grand  crescendo,  enlivened  by  a  triplet  figure,  leads  to  the 
Allegro,  the  strings  giving  out  the  bold,  decisive  first  theme 
answered  by  the  winds  in  triplets.  The  second  theme,  stated 
in  the  oboes  and  bassoons,  is  in  striking  contrast  with  the  first, 
and  really  establishes  the  rhythm  of  the  movement.  An  epi¬ 
sode  growing  out  of  this  theme,  and  a  third  broad  subject  in 
which  the  trombones  are  employed  with  striking  effect,  con¬ 
stitute  the  principal  material  of  the  movement.  The  Coda  is 
long  and  copious,  closing  in  rather  accelerated  tempo  marked 
by  a  repetition  of  the  triplet  figure  of  the  initial  theme. 

The  Andante  opens  with  a  short  prelude  in  the  strings, 
after  which  the  oboe  starts  off  with  the  first  theme  —  a  quaint, 
plaintive,  bewitching  strain  which  has  every  characteristic  of 
gypsy  music,  closing  with  a  significant  four-note  cadence 
which  seems  to  have  haunted  Schubert  throughout  the  rest 
of  the  work.  The  theme  is  repeated  with  variation  and  the 
addition  of  the  clarinet,  after  which  the  oboe  gives  out  a  new 
phrase  succeeded  by  an  episode  of  an  agitated,  even  furious, 
character,  after  which  the  fascinating  first  theme  returns.  The 
second  subject,  entering  pianissimo,  is  ingeniously  treated, 
and  closes  with  a  charming  horn  episode.  The  opening  subject 
then  returns,  this  time  for  oboe,  which  soon  plays  its  part  as 
accompaniment  for  a  charming  solo  passage  for  the  ’cello. 
A  change  of  key,  and  the  second  subject  returns  with  fresh 
treatment.  The  horn  episode  is  heard  again,  and  the  move¬ 
ment  closes  with  the  fascinating  opening  theme. 

The  Scherzo  starts  with  a  unison  passage  for  strings,  fol¬ 
lowed  by  a  boisterous  episode  in  the  oboes  and  horns,  in  which 
the  four  beats  already  alluded  to  make  themselves  felt.  The 
second  subject,  given  out  by  the  strings,  with  accompaniment 
of  clarinets  and  bassoons,  is  light  and  playful  in  character. 
The  trio  opens  with  horns  and  clarinets,  leading  to  a  broad 
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melody  in  the  winds,  with  string  accompaniment,  producing 
a  brilliant  orchestral  effect  and  with  the  Scherzo,  da  capo,  the 
movement  closes. 

The  Finale  crowns  this  extraordinary  work  with  a  fitting 
climax,  impetuous  and  resistless  in  its  rush,  with  the  four 
beats  asserting  themselves  all  through  it.  After  an  introduc¬ 
tion  of  a  most  energetic  and  sonorous  character,  the  first  theme 
is  announced  in  the  oboes  and  bassoons,  with  the  violins  accom¬ 
panying  in  triplets  of  fiery  velocity.  The  second  theme  is  led 
off  by  the  horns,  the  violins  still  in  the  mad,  impetuous  sweep 
of  their  triplets,  and  the  first  half  of  the  movement  closes 
with  a  working-out  of  part  of  the  second  theme.  The  second 
part  is  fiery  in  its  energy,  and  closes  with  an  immense  cres¬ 
cendo,  beginning  with  the  violas,  double  pianissimo,  and  spread¬ 
ing  over  one  hundred  and  sixty-four  measures  before  coming 
to  a  final  rest. 


Overture  to  Zauberharpe  (Rosamunde) .  Op.  26 

Little  remains  of  the  many  operas  and  operettas  Schubert 
composed,  except  the  so-called  overture  to  “  Rosamunde,”  and 
even  this  is  involved  in  much  confusion,  as  Schubert  never 
wrote  an  overture  to  that  drama.  The  story  of  the  overture 
is  interesting.  In  1819  a  melodrama  called  “Die  Zauber¬ 
harpe”  (“The  Magic  Harp”)  was  written  by  Hofmann  for 
the  Theater  an  der  Wien,  Vienna.  The  managers  applied  to 
Schubert  for  the  incidental  music.  He  wrote  it  in  a  fortnight, 
and  the  melodrama,  when  produced,  proved  a  failure.  The 
overture  was  greatly  praised,  especially  the  Adagio  introduc¬ 
tion,  and  it  was  subsequently  used  as  a  prelude  to  his  operetta, 
“  Die  Verschwornen.”  When  the  overture  was  published,  it 
was  called  the  overture  to  “  Rosamunde,”  and  the  mistake  has 
continued  to  the  present  time.  The  overture  which  had  been 
previously  composed  for  “  Alfonso  and  Estrella  ”  was  adopted 
by  Schubert  for  “Rosamunde.”  “Alfonso  and  Estrella”  was 
written  in  1823,  but  it  was  not  performed  until  1854.  It  was 
based  upon  a  Spanish  subject,  and,  though  brought  out  by 
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Liszt,  and  subsequently  remodelled  and  revised  both  in  book 
and  score,  it  was  unsuccessful.  The  overture  to  “  Rosamunde,” 
therefore,  is  the  overture  to  “  Die  Zauberharpe.” 

It  opens  Andante  with  a  few  stately  chords  of  introduction, 
followed  by  a  beautifully  melodious  theme  for  oboe  and  clari¬ 
net,  the  cadence  echoed  by  the  strings,  the  strings  in  turn  taking 
the  them®  with  responses  by  oboe  and  bassoon.  An  Allegro 
vivace  follows  with  the  theme  in  the  first  violins,  accompanied 
only  by  the  other  strings.  After  the  repetition  of  this  theme, 
tutti,  the  second  theme,  one  of  the  most  beautiful  of  the  great 
master’s  melodies,  is  announced.  It  is  repeated  in  flute  and 
oboe,  and  in  its  close  a  new  rhythm  is  introduced  and  carried 
through  a  long  episode  which  introduces  still  another  melody. 
All  this  thematic  material  reappears  in  the  development,  and 
the  overture  closes  with  a  spirited  Coda. 

Fantasia  in  F  Minor 

Schubert’s  Fantasia  in  F  minor,  originally  written  for  piano 
for  four  hands,  was  scored  for  orchestra  by  Felix  Mottl.  The 
first  theme  is  heard  in  the  clarinet  with  string  accompaniment. 
It  is  then  taken  in  the  flute  and  oboe.  The  first  violins  and 
flute  next  take  it  and  lead  up  to  the  announcement  of  a  sub¬ 
sidiary  passage  in  the  strings,  with  wood  winds,  horns,  kettle¬ 
drums  and  trumpet  accompaniment.  After  development,  the 
first  theme  returns  in  the  clarinet.  Further  development  leads 
to  the  second  theme  in  the  strings,  wood  winds  and  horns.  A 
transition  passage  leads  to  a  slow  movement  in  which  both 
themes  are  treated.  This  is  followed  by  an  Allegro  vivace, 
which  is  worked  up  in  Scherzo  form,  followed  by  a  return  of 
the  first  movement  in  the  clarinet  with  string  accompaniment. 
Most  elaborate  development  leads  to  a  climax,  followed  by  the 
first  theme  and  a  short  Coda. 

Fantasia  in  C  Major 

Schubert’s  Fantasia  in  C  major  was  originally  written. for 
piano  and  was  arranged  for  piano  and  orchestra  as  a  concerto 
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by  Liszt.  It  is  in  four  movements  which  are  played  continu¬ 
ously.  The  first  begins  with  a  theme  given  out  by  full  orches¬ 
tra  which,  after  development,  is  taken  in  the  piano.  After 
development  by  piano  and  orchestra,  the  piano  introduces  the 
second  theme,  which  is  worked  out  and  followed  by  a  third 
theme,  which  begins  with  the  closing  phrase  of  the  second. 
After  this  is  worked  out,  the  second  movement,  an  Adagio, 
consisting  of  variations  on  the  composer’s  song,  “  The  Wan¬ 
derer,”  begins.  They  first  appear  in  the  piano  and  after  the 
first  variation,  piano  and  orchestra  are  employed,  the  latter 
having  the  melody  and  the  piano  accompanying.  The  theme 
of  the  third  movement  is  suggestive  of  the  opening  theme  of 
the  first  movement.  After  it  is  worked  up,  the  second  theme 
appears  in  the  orchestra.  The  oboe  follows  with  a  passage 
from  the  second  theme  of  the  first  movement.  The  working 
out  of  the  first  theme  closes  the  movement.  The  last  movement 
opens  with  a  fugue  for  piano  built  on  the  leading  theme  of 
the  first  movement.  After  development,  the  theme  is  given  to 
the  orchestra  and  finally  developed  in  arpeggio  passages  in 
the  piano,  which  brings  the  work  to  a  close. 


Funeral  March 

Schubert’s  Funeral  March,  in  E  flat  minor,  scored  for  orches¬ 
tra  by  Liszt,  opens  in  the  horns  and  bassoons,  after  which  the 
leading  theme  appears  in  the  clarinets,  bassoons,  horns  and 
violas  with  pizzicato  bass  accompaniment,  and  is  elaborately 
developed.  The  Trio  is  based  upon  a  solemn  theme  in  the 
’cellos,  then  taken  up  in  the  other  instruments,  with  thrilling 
effect.  The  principal  theme,  returning  after  the  Trio,  closes 
the  march. 


Serenade 

Schubert’s  immortal  “Serenade”  was  written  in  1826.  It 
is  so  familiar  that  it  needs  no  analysis,  nor  is  one  necessary 
from  any  point  of  view.  It  is  simply  a  lovely  melody  from 
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first  note  to  last,  written  upon  the  inspiration  of  the  moment, 
and  yet  characterized  by  absolute  perfection  of  finish  and  a 
grace  and  beauty  of  which  one  never  tires.  It  was  originally 
composed  as  an  alto  solo  and  male  chorus  and  was  subsequently 
rearranged  for  female  voices  only.  The  circumstances  of  its 
composition  as  told  by  Schubert’s  biographer,  Von  Hellborn, 
are  of  more  than  ordinary  interest.  Von  Hellborn  says: 

“  One  Sunday,  during  the  summer  of  1826,  Schubert  with  several 
friends  was  returning  from  Potzleinsdorf  to  the  city,  and  on  stroll¬ 
ing  along  through  Wahring,  he  saw  his  friend  Tieze  sitting  at  a  table 
in  the  garden  of  the  ‘Zum  Biersack.’  The  whole  party  determined 
on  a  halt  in  their  journey.  Tieze  had  a  book  lying  open  before 
him,  and  Schubert  soon  began  to  turn  over  the  leaves.  Suddenly  he 
stopped,  and  pointing  to  a  poem,  exclaimed,  ‘  such  a  delicious  melody 
has  just  come  into  my  head,  if  I  but  had  a  sheet  of  music  paper 
with  me.’  Herr  Doppler  drew  a  few  music  lines  on  the  back  of  a 
bill  of  fare,  and  in  the  midst  of  a  genuine  Sunday  hubbub,  with 
fiddlers,  skittle  players,  and  waiters  running  about  in  different  direc¬ 
tions  with  orders,  Schubert  wrote  that  lovely  song.” 
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Overture,  Liebesfriihling.  Op.  28 

THE  overture,  “  Liebesfriihling,”  originally  entitled  “  Friih- 
lingsfeier  ”  (“Spring  Festival”),  was  first  performed 
in  1891  in  Berlin,  and  is  written  in  strictly  symphonic  style. 
It  begins  with  an  agitated  movement  in  the  wood  winds. 
The  ’cellos  give  out  the  principal  theme,  very  passionate  in 
character,  which  is  subsequently  extended  in  the  wood  winds. 
After  development  the  theme  is  resumed  in  the  violins  and 
violas,  accompanied  by  a  melodious  figure  and  leading  to  the 
second  theme  in  the  wood  winds,  the  clarinet  having  the  prin¬ 
cipal  melody,  accompanied  by  another  melodious  figure  in  the 
violins.  After  further  development  the  recapitulation  occurs, 
introducing  the  first  and  second  themes,  the  overture  closing 
with  a  joyous  climax. 


Overture  to  a  Drama 

George  Schumann’s  “  Overture  to  a  Drama  ”  was  first  per¬ 
formed  at  Cologne  in  1906.  The  composer  has  left  no  hint  as 
to  the  special  drama  he  had  in  mind.  Four  measures  lead  to 
the  first  theme,  given  out  by  the  strings,  which,  after  devel¬ 
opment,  is  taken  in  full  orchestra,  with  a  subsidiary  passage 
in  flute  and  clarinet.  A  connecting  passage  appears  in  the 
second  violins  and  ’cellos,  with  accompaniment  in  the  clarinets 
and  harp  arpeggios,  leading  to  the  second  theme,  taken  at  first 
in  ’cellos,  clarinets  and  English  horn,  and  then  in  full  orches- 


346  THE  STANDARD  CONCERT  GUIDE 


tra.  It  is  next  sung  by  clarinet  over  string  harmony,  leading 
to  a  section  where  a  thematic  passage  appears  in  English  horn 
and  bass  clarinet,  anon  taken  in  the  strings.  Development, 
recapitulation  and  the  Coda  occupy  the  remainder  of  the 
overture  which  closes  with  a  fortissimo  chord. 


Serenade.  Op.  3J+ 

The  composer  has  appended  the  following  program  to  the 
score  of  “Serenade,”  op.  34,  which  explains  the  meaning: 

“  The  serenade  before  us  portrays  the  story  of  a  rejected  lover. 
First  movement  —  Merry  procession  of  the  participants,  in  which, 
however,  the  enemy  and  the  scoffer  make  themselves  noticeable. 
Second  movement  —  Spookishness  of  the  night.  Secret  meeting  of 
the  enemy  and  the  scoffer.  Third  movement  —  Serenade.  Fourth 
movement  —  Intermezzo,  rejection.  Fifth  movement  —  The  lover 
retires  in  anger,  amidst  the  derision  and  scoffing  of  the  enemy,  and 
makes  use  of  the  folksongs,  ‘  The  nobleman  is  a  millsack,’  ‘  There 
lives  a  miller  by  yonder  pond  —  run,  miller,  run.’  ” 

The  composer’s  program  is  but  another  example  of  the 
absurdly  humorous  vein  which  runs  through  many  of  his  works. 
The  opening  movement,  “  Auf  dem  Wege”  (“  On  the  Way  ”), 
an  Allegro,  opens  with  a  noisy  introduction,  evidently  describ¬ 
ing  the  “  procession,”  followed,  after  a  sprightly  episode,  by 
a  lively  duet  between  the  strings  and  wood  winds  which  we 
may  infer  relates  to  the  “  enemy  ”  and  the  “  scoffer.”  The 
noisy  passage  is  repeated,  but  is  finally  lost  during  the  pianis¬ 
simo  closing  of  the  movement.  The  second  movement,  “  Nacht- 
licher  Spuk”  (“Spookishness  of  the  Night”),  a  Presto,  opens 
with  a  brief  introduction  followed  by  another  duet  similar  to 
that  in  the  first,  showing  that  the  “  enemy  ”  and  “  scoffer  ”  are 
still  at  their  malicious  work.  The  third  movement,  “  Stand- 
chen  ”  (“Serenade”),  is  a  delightful  melody  of  the  romantic 
sort  for  clarinet  with  harp  accompaniment.  The  Intermezzo, 
fourth  movement,  is  a  short  melodic  episode  which  forms  a 
transition  to  the  fifth  movement,  “  Finale,”  a  burlesque  Presto, 
which  brings  the  whimsical  “  Serenade  ”  to  an  end  with  a 
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Tarantella  rhythm  of  a  rollicking  sort  and  yet  brilliantly  and 
skilfully  constructed. 


Variations  and  Double  Fugue  on  a  Jolly  Theme 

The  “Burlesque  Variations  and  Double  Fugue  on  a  Jolly 
Theme  ”  hardly  need  explanation.  Their  humor  is  apparent 
in  every  variation  as  well  as  the  composer’s  remarkable  knowl¬ 
edge  of  orchestral  resources.  A  brief  introduction  leads  to 
an  announcement  of  the  theme  in  the  first  violins  with  accom¬ 
paniment  in  the  other  strings.  On  this  theme  the  composer 
has  made  ten  variations  which  differ  materially  from  each  other, 
but  all  retaining  the  spirit  of  burlesque.  It  is  manifest  even  in 
the  Funeral  March  and  the  double  fugue,  which  notwithstand¬ 
ing  its  technical  character,  adds  its  contribution  of  fun  to  the 
“  Jolly  Theme.” 
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Symphony  No.  1,  in  B  Flat.  Op.  38 

1.  Andante  un  poco  maestoso.  Allegro  molto  vivace. 

2.  Larghetto. 

3.  Scherzo.  Molto  vivace. 

4.  Finale.  Allegro  animato  e  gracioso. 

SCHUMANN’S  First  Symphony,  in  B  flat,  was  written  in 
1841,  and  was  first  performed  at  the  Leipsic  Gewandhaus 
concerts,  under  Mendelssohn’s  direction,  March  31  of  that 
year.  According  to  Hanslick,  Schumann  himself  characterized 
it  as  the  “  Spring  Symphony.” 

The  first  movement  is  prefaced  with  a  brief  introduction  of 
a  passionate  and  earnest  character,  its  opening  phrase,  given 
out  by  the  horns  and  trumpets,  playing  an  important  part  in 
the  progress  of  the  movement.  In  the  development  there  are 
sombre  suggestions ;  but  with  a  sudden  change  in  the  harmony, 
the  flute  is  heard  with  a  more  cheering  tone,  the  violins  rush 
in,  and  with  a  grand  sweep  the  whole  orchestra  opens  the  fresh 
and  vigorous  Allegro,  its  first  theme  being  similar  to  that  of  the 
Andante.  The  second  theme,  prefaced  in  the  horns  and  given 
out  by  the  clarinet  with  viola  accompaniment,  is  a  unique  and 
thoroughly  characteristic  melody.  As  it  develops  it  gathers 
fresh  life  and  force.  New  and  piquant  phrases  are  introduced, 
and  blend  with  it,  one  of  them  forming  a  charming  accompani¬ 
ment  to  the  first  theme.  The  Coda  is  constructed  freely  and 
broadly,  and  works  up  to  a  climax  leading  at  last,  after  a 
pizzicato  passage,  to  a  joyful  rhythmical  song  given  out  first 
by  the  strings  and  then  by  full  orchestra. 

The  Larghetto  movement  is  a  grand  fantasie,  full  of  pas- 
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sionate  devotion  and  almost  religious  in  its  character,  showing 
unmistakably  the  influence  of  Beethoven.  Its  opening  theme  is 
given  out  by  the  violins  and  then  repeated  by  the  ’cellos,  a  new 
and  characteristic  phrase  appearing  in  the  accompaniment. 
Again  it  appears  in  the  oboes  and  horns,  most  ingeniously 
varied.  Its  treatment  on  each  reappearance  grows  more  elab¬ 
orate,  and  fresh  phrases  wander  from  one  instrument  to 
another. 

The  beautiful  fantasie  finally  dies  away,  and  with  slight 
pause  the  Scherzo  opens  with  a  vigorous  theme  which  has 
already  been  indicated  in  the  close  of  the  Larghetto.  As  op¬ 
posed  to  it  Schumann  has  written  two  trios  in  different 
rhythms.  The  first  is  thoroughly  original,  and  rich  and  tender 
in  its  harmony.  The  second  is  equally  characteristic,  and 
clearly  enough  reveals  the  union  of  Schumann’s  romantic  style 
with  the  old  minuet  form.  At  the  close  of  the  Scherzo  the 
first  trio  again  appears,  and  the  movement  ends  with  a 
diminuendo. 

The  Finale  begins  with  a  scale  passage,  which  is  a  promi¬ 
nent  feature  in  the  movement.  Its  first  theme  is  fresh,  gay, 
and  vigorous,  and  after  its  statement  leads  to  an  interesting 
dialogue  in  which  a  new  and  lively  subject  and  the  scale 
passage  of  the  opening  take  part.  The  second  theme  is  full  of 
joyous  contentment,  and  in  the  development  the  first  theme 
appears  opposed  to  it,  with  freshly  varied  treatment,  until 
the  brilliant  and  powerful  close  is  reached. 

Symphony  No.  2,  in  C  Major.  Op.  61 

1.  SoSTENTUTO  ASSAI.  ALLEGRO  MA  NON  TROPPO. 

2.  Scherzo.  Allegro  vivace. 

3.  Adagio  espressivo. 

4.  Allegro  molto  vivace. 

Schumann’s  C  Major  Symphony  No.  2*  was  sketched  in 
1845  and  completed  in  1846.  It  was  first  performed  at  a 

*  The  C  major  is  in  reality  the  Third  Symphony,  though  num¬ 
bered  as  the  Second,  and  in  order  of  date  follows  the  B  flat,  D  minor, 
and  E  — known  as  the  “Overture,  Scherzo,  and  Finale.” 
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Leipsic  Gewandhaus  concert,  under  Mendelssohn’s  direction, 
November  5,  1846. 

The  prelude,  which  introduces  the  first  movement,  is  in  the 
nature  of  an  overture  to  the  symphony,  setting  forth  its  story. 
Its  opening  theme  will  be  found  in  each  of  the  movements, 
and  it  also  foreshadows  the  leading  theme  of  the  first.  It  is 
given  out  by  the  trumpets,  horns,  and  trombone,  with  harmo¬ 
nious  accompaniment  by  the  strings.  After  a  few  bars  a 
romantic  phrase  appears  in  the  accompaniment  for  the  wood 
winds,  which  is  also  repeated  in  the  other  movements.  As  the 
introduction  progresses  the  time  is  accelerated,  and  a  new 
subject  is  assigned  to  the  flutes  and  oboes,  which  leads  up  to 
the  principal  theme  —  a  resolute,  energetic  melody  followed 
by  a  vigorous  phrase,  already  heard,  but  now  appearing  with 
a  fresh  accompaniment  and  leading  to  the  second  theme,  of  a 
less  energetic  character,  which  closes  the  first  part  of  the  move¬ 
ment.  The  second  part  is  devoted  to  the  elaborate  develop¬ 
ment  of  this  thematic  material,  which  leads  up  to  a  return  of 
the  first  theme,  after  a  long  organ-point  in  the  basses,  with 
unique  wind  accompaniment.  In  the  Coda,  after  a  treatment 
of  associated  subjects,  the  trumpets  take  up  the  opening  of 
the  prelude  again,  this  time  in  sonorous  and  aggressive  style. 

The  Scherzo  shows  us  Schumann  in  one  of  his  rare  joyous 
moods.  Its  first  theme  is  given  out  by  the  violins,  to  which 
a  counter-theme  is  opposed,  with  an  accompaniment  in  con¬ 
trary  motion.  The  Scherzo  has  two  trios.  The  first  is  a  melody 
in  triplets,  divided  between  the  wood  winds  and  strings.  The 
second,  which  is  more  subdued,  is  taken  by  the  strings  in  full 
harmony.  In  the  return  the  trios  are  displaced  by  the  first 
theme;  and  in  the  Coda  the  trumpets  and  horns,  with  scale 
accompaniment  by  the  violins,  again  give  out  the  theme  of 
the  prelude. 

The  Adagio  is  in  marked  contrast  to  the  preceding  move¬ 
ments,  expressing  tenderness  and  devotion  instead  of  conflict. 
Without  introduction  the  strings  alone  sing  a  passionate  love- 
song,  the  oboes  and  clarinets  subsequently  adding  their  voices 
to  the  beautiful  strain.  A  brief  interlude  leads  to  the  second 
theme,  assigned  to  the  strings,  accompanied  by  the  trumpet 
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and  horns.  After  its  statement  the  love-song  is  repeated  by 
the  violins  in  octaves  trilling  downward,  the  wood  winds  clos¬ 
ing  it.  The  second  part  closely  resembles  the  first  and  closes 
peacefully,  with  no  allusion  to  the  trumpet  theme  of  the 
prelude. 

The  Finale  begins  with  a  rapid  scale-passage  leading  up  to 
the  martial  first  theme.  The  transition  to  the  second  theme  is 
characterized  by  vigorous  and  striking  rhythms.  The  theme 
itself,  suggestive  of  the  Adagio,  is  given  out  by  the  violas, 
’cellos,  clarinets,  and  bassoons,  accompanied  by  the  violin 
scale-passage  mentioned  above  and  the  wind  instruments  in 
triplets,  and  gradually  leads  to  a  return  of  the  first  sub¬ 
ject.  The  end  of  the  conflict  is  marked  by  a  climax  in  which 
the  trumpet  theme  is  again  heard.  After  suggestive  rests  the 
oboe  intones  a  simple  theme,  but  full  of  joy  and  victory,  which 
is  worked  up  to  a  climax.  It  then  appears  broader  and  more 
freely  for  the  strings,  and  from  this  point  moves  on  to  the 
close  like  a  grand  hymn  of  thanksgiving,  the  trumpet  theme 
making  its  last  appearance  near  the  end. 


Symphony  No.  S  (Rhenish ),  in  E  Flat.  Op.  97 

1.  Allegro.  3.  Andante. 

2.  Scherzo.  4.  Lento. 

5.  Allegro  Finale. 

The  Symphony  in  E  flat,  though  numbered  the  Third,  was 
the  Fourth  in  order  of  composition,  and  is  familiarly  known 
as  “  The  Rhenish,”  the  title  being  derived  from  the  impres¬ 
sions  of  life  in  the  Rhineland  made  upon  the  composer.  It 
was  sketched  and  instrumented  between  November  2  and  De¬ 
cember  9,  1850,  in  which  year  Schumann  was  the  municipal 
director  of  music  at  Diisseldorf.  Its  first  performance  took 
place  in  that  city,  February  6,  1851. 

The  first  movement  opens  without  introduction,  the  first 
theme  being  at  once  given  out  by  the  violins.  After  short 
development  it  is  heard  again  with  increased  animation,  and 
leads  up  to  a  lively  second  theme  in  the  oboes,  bassoons,  and 
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clarinets.  The  elaboration  of  these  two  themes  is  long  and 
skilful. 

The  Scherzo  begins  with  a  characteristic  theme  given  out 
by  the  violas,  bassoons,  and  ’cellos  —  a  melody  which  is  fairly 
replete  with  good-nature  and  old-fashioned  humor.  After  its 
development  a  second  lively  theme  occurs  and  leads  up  to 
a  subject  given  out  by  the  clarinets,  horns,  and  bassoons,  cor¬ 
responding  to  the  trio,  and  full  of  color.  After  its  statement 
the  principal  theme  returns  and  is  ingeniously  varied. 

The  Andante  opens  with  a  quiet  and  beautiful  melody  for 
the  bassoons  and  clarinets.  The  movement  is  serene  and  sen¬ 
timental  throughout,  and  prepares  the  way  for  the  succeeding 
Lento,  the  inspiration  of  which  has  been  outlined  by  Schumann 
himself.  It  is  marked  “Feierlicli.”  The  composer  at  first 
superscribed  the  movement,  “  In  the  character  of  accompani¬ 
ment  to  a  solemn  ceremony.”  This  ceremony  was  the  festivity 
in  the  cathedral  of  Cologne  consequent  upon  the  elevation 
of  Archbishop  von  Geissel  to  the  rank  of  Cardinal,  which  he 
had  witnessed.  When  the  symphony  was  published,  how¬ 
ever,  he  erased  the  superscription,  explaining  his  action  by 
saying:  “  One  must  not  show  the  people  his  heart.  A  more 
general  impression  of  a  work  of  art  is  better  for  them ;  then 
at  least  they  will  make  no  false  comparisons.”  Its  foundation 
is  a  broad  and  unmistakably  ecclesiastic  harmony  given  out 
in  a  solemn  and  stately  manner  in  the  trombones,  and  on  this 
foundation  he  builds  up  an  elaborate  contrapuntal  structure 
which  retains  the  same  ecclesiastic  form,  with  added  richness 
and  brilliancy.  The  Finale  is  written  in  strict  form,  and 
introduces  new  and  fresh  themes,  with  the  exception  of  the 
appearance  of  the  ecclesiastical  motive,  of  which  the  prin¬ 
cipal  one  is  the  most  striking. 


Symphony  No.  in  D  Minor.  Op.  120 

1.  Introduction.  3.  Rosianza. 

2.  Allegro.  4.  Scherzo  and  Finale. 

Schumann’s  Fourth  Symphony,  really  his  Second,  was  orig¬ 
inally  written  in  1841,  but  was  not  revised  and  put  into  its 
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present  form  until  1851.  Its  title  is  “Symphony  No.  4,  D 
minor,  Introduction,  Allegro,  Romanza,  Scherzo,  and  Finale, 
in  one  piece,”  the  parts  passing  into  one  another  without 
pause,  and  united  by  the  use  of  subjects  already  stated. 

The  Introduction  opens  with  a  theme  in  the  violas  and 
’cellos  of  a  somewhat  melancholy  character,  and  after  its  brief 
development,  with  a  gradually  accelerated  tempo,  the  Allegro 
enters  with  a  theme  dry  and  difficult  in  its  contents,  but  used 
with  masterly  effect  in  its  development,  and  presenting  un¬ 
usual  strength,  in  spite  of  its  unmelodious  nature.  Though 
there  is  a  second  theme,  more  gracious  in  style,  the  first  dom¬ 
inates  the  whole  first  part  of  the  movement.  After  the  usual 
repeat  the  second  part  is  treated  in  the  style  of  a  free  fantasie, 
with  entirely  new  material,  in  which  respect  Schumann  makes 
a  wide  departure  from  the  established  forms.  It  is  built  up 
mainly  on  two  episodes  —  the  first  given  out  with  full  strength 
by  the  winds,  and  in  the  repeat  by  the  strings,  and  the  second 
by  the  violins.  The  entire  second  part  is  devoted  to  the  elab¬ 
oration  of  these  two  episodes  in  a  bold  and  striking  manner, 
and  it  closes  with  fiery  emphasis,  in  strange  contrast  with  the 
movement  to  which  it  leads. 

A  single  chord  binds  it  to  the  Romanza,  which  opens  with 
a  simple,  plaintive,  and  exquisitely  refined  melody.  It  is  given 
out  by  the  oboes  and  ’cellos,  with  the  strings  pizzicato.  A 
short  phrase  follows  in  the  violas.  Then  succeeds  a  passage 
from  the  Introduction  which  reminds  us  that  this  tender  Ro¬ 
manza  is  filling  its  part  in  the  general  symphonic  design.  A 
repetition  of  its  phrase  leads  to  a  second  subject  given  out 
by  the  strings,  while  a  solo  violin  heightens  the  beautiful  effect 
with  a  variation  on  the  principal  theme.  The  movement  closes 
with  the  tender  song  that  opens  it. 

The  Scherzo  opens  with  a  strong,  energetic  theme  in  full 
orchestra,  except  trombones,  which  has  few  reminders  of  the 
ordinary  Scherzo  lightness  and  caprice.  The  second  part, 
however,  is  more  gracious,  and  the  Trio  is  soft  and  dreamy. 
At  its  close  the  Scherzo  reappears,  followed  by  the  Trio,  in 
the  midst  of  which  there  is  a  moment  of  restlessness,  as  if  the 
instruments  knew  not  which  way  to  turn.  Instead  of  leading 
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back  to  the  Scherzo  the  music  diminishes  in  tone  as  if  it  would 
disappear,  when  suddenly  the  winds  give  out  a  melodious 
phrase  leading  into  the  Finale.  The  short  introduction,  which 
contains  familiar  material,  prepares  the  way  for  the  opening 
theme,  which  is  also  familiar,  as  it  has  appeared  in  nearly 
the  same  form  in  the  first  movement.  At  its  close  occurs  a 
subject,  only  a  bar  in  length,  which  plays  an  important  part 
in  the  final  development.  The  second  theme  is  an  odd  mix¬ 
ture  of  fancy  and  frolic.  After  the  customary  reprise  Schu¬ 
mann  gives  himself  up  to  his  mood,  quitting  the  first  subject 
altogether  and  elaborating  the  second  until  in  the  Coda  we 
meet  with  a  new  and  unexpected  theme.  The  Finale  closes 
presto  with  a  genuine  Italian  stretta. 


Overture,  Scherzo  and  Finale 

The  “  Overture,  Scherzo  and  Finale”  was  first  performed  at 
the  Gewandhaus  Concert,  in  Leipzig,  on  December  7,  1841, 
at  which  concert  the  Dl  minor  Symphony  of  the  same  com¬ 
poser,  was  also  played. 

The  year  1841  was  an  unusually  busy  one  for  Schumann, 
for  his  happy  surroundings  stimulated  him  to  enter  the  field 
of  orchestral  composition,  and  with  his  usual  energy  he 
sketched  in  rapid  succession  his  first  Symphony  in  B  flat,  the 
fourth  in  D  minor,  and  the  Sinfonetta,  as  he  first  called  his 
opus  52.  The  latter  work,  not  having  any  slow  movement,  he 
revised  in  1845,  and  then  published  it  under  the  title:  “  Over¬ 
ture,  Scherzo  and  Finale.” 

The  Overture,  though  slighter  than  Schumann’s  other  sym¬ 
phonic  movements,  is  full  of  grace  and  spirit.  It  abounds  in 
the  peculiar  veins  of  delicate  feeling  and  fancy  which  dis¬ 
tinguish  his  works ;  and  it  would  be  difficult  to  find  a  work  of 
his  which  unites  his  most  pleasing  characteristics  in  so  short 
a  form.  The  Scherzo  is  peculiarly  stamped  with  that  individ¬ 
uality  which  gained  his  symphonies  such  high  rank,  and  all  of 
which  contain  Scherzos  of  extraordinary  merit.  The  tripping 
dotted  rhythm,  6-8  time,  prevails  throughout,  and  is  relieved 
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in  the  Trio  by  a  graceful  phrase  in  2-4  time.  Both  Scherzo 
and  Trio  are  repeated,  closing  with  a  reminiscence  of  the  first 
movement  and  a  few  bars  from  the  Scherzo.  The  Finale 
assumes  a  more  legato  character  in  the  first  part,  while  the 
second  half  introduces  a  new  theme,  which,  by  its  obstinate 
and  uncompromising  rhythm,  is  in  strong  contrast  to  the 
former. 


Overture  to  Genoveva.  Op.  81 

“  Genoveva,”  the  only  opera  Schumann  attempted,  was 
composed  in  1847,  and  was  first  performed  in  Leipsic  in  1850, 
Schumann  himself  conducting  the  work.  It  did  not  prove  a 
success  and  was  withdrawn  after  a  few  presentations,  but 
the  overture  still  retains  its  place  on  concert  programs.  The 
story,  briefly  told,  is  as  follows:  Genoveva  is  married  to  the 
Knight  Siegfried  and  is  devotedly  attached  to  him.  During 
his  absence  in  the  wars,  Golo  makes  overtures  to  her  and 
attempts  to  effect  her  ruin.  Being  repulsed,  he  accuses  her  to 
Siegfried  of  infidelity  with  Drago,  one  of  the  servants. 
When  Siegfried  returns,  he  orders  her  to  be  put  to  death.  The 
attendants,  to  whom  the  execution  of  the  penalty  is  intrusted, 
merely  leave  her  in  the  forest  to  die.  When  Golo’s  treachery 
is  discovered,  he  seeks  Genoveva,  finds  her  in  the  forest,  and 
Siegfried  and  she  are  reconciled,  while  Golo  is  executed. 

The  introduction  to  the  overture  is  exceedingly  sombre  in 
character,  with  marked  dissonances  and  a  plaintive  passage 
in  the  violins,  which  may  indicate  Genoveva’s  grief  at  Sieg¬ 
fried’s  wrath  and  her  banishment  from  the  castle.  The  main 
section  opens  with  a  restless,  passionate  theme  in  the  violins, 
with  ’cello  accompaniment,  followed  by  a  charming  hunting 
passage  in  the  horns,  continued  by  the  oboes  and  flutes.  After 
the  free  fantasia,  the  violins  and  violas  lead,  fortissimo,  to 
the  third  part,  after  the  usual  development.  The  Coda,  based 
upon  the  second  theme,  holds  its  way  until  at  last  the  trom¬ 
bones  bring  the  overture  to  an  exultant  close. 
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Overture  to  The  Bride  of  Messina.  Op.  100 

In  1850  Richard  Pohl,  a  student  friend  of  Schumann,  sent 
him  Schiller’s  tragedy,  “  The  Bride  of  Messina,”  arranged 
as  an  opera  libretto  with  the  suggestion  that  he  should  set  it 
to  music.  Perhaps  remembering  the  fate  of  “  Genoveva,”  he 
could  not  make  up  his  mind  to  compose  an  opera  upon  the 
subject.  That  he  was  very  much  interested  in  it,  however,  is 
shown  by  his  writing  an  overture  to  it,  which  was  performed 
in  Leipsic  in  1851.  While  it  is  not  generally  considered  a 
fitting  overture  to  the  story,  yet  it  has  many  strong  passages, 
especially  the  romantic  second  theme.  As  the  overture  is  so 
rarely  performed  it  hardly  needs  a  closer  description  than  to 
say  it  is  in  the  ordinary  form  with  a  sombre  introduction  and 
a  middle  section  which  is  deeply  infused  with  the  romantic 
spirit.  It  was  also  written  at  a  time  when  Schumann’s  power 
of  construction  was  visibly  weakening. 


Overture  to  Manfred.  Op.  115 

The  overture  to  “Manfred”  was  written  in  1848,  in  the 
same  year  as  the  composer’s  opera  “  Genoveva,”  and  was  first 
performed  in  1852  at  Leipsic.  It  is  based  upon  Byron’s  drama 
of  the  same  name,  the  entire  music  consisting  of  entr’actes  and 
incidental  numbers,  sixteen  in  all.  As  compared  with  his 
other  concert  overtures  it  is  supreme  in  its  excellence.  The 
overture  opens  with  a  single  bar  of  three  agitated  chords,  lead¬ 
ing,  after  a  pause,  to  an  introduction,  the  oboe  announcing  a 
wild,  passionate  theme,  continued  in  the  violins  and  leading 
to  the  main  section  of  the  overture,  which  is  reached  ip  a  pow¬ 
erful  climax,  following  which  the  principal  theme,  marked 
“  in  passionate  tempo,”  is  given  out.  After  its  energetic  de¬ 
velopment  another  theme  appears,  a  plaintive  melody,  which 
may  stand  for  Astarte.  This  is  followed  by  two  episodes,  the 
one  very  vehement  and  the  other  more  tranquil.  The  first  sub¬ 
ject  reappears,  marked  “with  more  force,”  and  is  followed 
by  a  new  subject  in  strings  and  bassoons.  The  new  theme 
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is  developed  with  great  energy  and  is  followed  by  a  reprise 
of  the  original  subject  newly  developed  and  very  impressive 
in  character.  A  short  Coda  embodies  the  principal  idea  of  the 
introduction,  and  the  overture  comes  to  a  close  with  a  passage 
suggesting  the  death  of  Manfred. 


Paradise  and  the  Peri 

Schumann’s  secular  oratorio,  “Paradise  and  the  Peri,”  was 
written  in  1843,  and  first  performed  at  the  Gewandhaus, 
Leipsic,  December  4  of  that  year.  Its  first  performance  in 
England  was  given  June  23,  1856,  with  Madame  Jenny  Lind- 
Goldschmidt  in  the  part  of  the  Peri.  The  text  is  taken  from 
the  second  poem  in  Moore’s  “  Lalla  Rookh,”  and  was  suggested 
to  Schumann  by  his  friend  Emil  Flechsig,  who  had  translated 
the  poem.  The  oratorio  is  written  in  three  parts,  for  solo 
voices,  chorus,  and  orchestra,  the  principals  being  the  Peri, 
soprano;  the  angel,  alto;  the  King  of  Gazna,  bass;  a  youth, 
tenor;  the  horseman,  barytone;  and  the  maiden,  soprano.  The 
choruses  are  sung  by  Indians,  angels,  houris,  and  genii  of  the 
Nile,  and  the  part  of  narrator  is  divided  among  the  various 
voices. 

After  a  brief  orchestral  introduction,  the  narrator,  alto, 
tells  the  story  of  the  disconsolate  Peri  at  the  gate,  and  intro¬ 
duces  her  in  the  first  solo  (“  How  blest  seem  to  me,  vanished 
Child  of  Air!”),  a  tender,  beautiful  melody,  characterized 
by  romantic  sentiment.  The  narrator,  tenor,  introduces  the 
angel,  who  delivers  her  message  to  the  Peri  (“  One  Hope  is 
thine”,),  to  which  the  latter  replies  in  a  sensuous  melody,  full 
of  Oriental  color  (“  I  know  the  Wealth  hidden  in  every  Urn  ”). 
The  narrator  introduces  at  this  point  a  quartet  (“  Oh,  beauteous 
Land”),  in  which  the  two  trebles,  tenor,  and  bass  alternate, 
followed  by  a  full,  powerful  chorus  (“  But  crimson  now  her 
Rivers  ran”).  A  weird  march,  fairly  barbaric  in  its  effect, 
indicates  the  approach  of  the  tyrant  of  Gazna,  and  introduces 
the  stirring  chorus  of  the  Indians  and  conquerors  (“  Hail  to 
Mahmoud!”).  The  tenor  narrator  describes  the  youthful 
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warrior  standing  alone  beside  his  native  river  and  defying  the 
tyrant.  Once  more  the  chorus  shouts  its  greeting  to  Mah¬ 
moud,  and  then  ensues  a  dialogue  in  recitative  between  the 
two,  leading  up  to  the  youth’s  death  and  a  double  chorus  of 
lamentation  (“Woe!  for  false  flew  the  Shaft”).  The  tenor 
narrator  describes  the  flight  of  the  Peri  to  catch  the  last  drop 
of  blood  shed  for  liberty;  and  then  all  the  voices  join  with  the 
soprano  solo  in  a  broad,  strong,  exultant  Finale  (“For  Blood 
must  holy  be”),  which  is  one  of  the  most  effective  numbers 
in  the  work. 

The  second  part  opens  in  the  most  charming  manner.  The 
tenor  narrator  pictures  the  return  of  the  Peri  with  her  gift, 
leading  up  to  the  angel’s  solo  (“Sweet  is  our  Welcome”), 
which  preludes  a  brief  choral  passage  for  sixteen  female 
voices.  After  the  narrator’s  declaration  of  her  disappoint¬ 
ment,  the  scene  changes  to  Egypt,  and  in  a  dainty,  delicate, 
three-part  chorus  the  spirits  of  the  Nile  are  invoked  not  to 
disturb  the  Peri.  Her  lament  is  heard  (“O  Eden,  how 
longeth  for  thee  my  Heart!”),  and  the  spirits  now  weave  a 
gentle,  sympathetic  strain  with  her  song.  A  long  tenor  nar¬ 
ration  follows  (“Now  wanders  forth  the  Peri  sighing”),  de¬ 
scribing  the  pestilence  brooding  over  the  Egyptian  plains,  set 
to  characteristic  music.  The  scene  of  the  maiden  dying  with 
her  lover  is  full  of  pathos,  and  contains  two  exquisite  numbers 
—  the  narrative  solo  for  mezzo-soprano  (“Poor  Youth,  thus 
deserted”),  and  the  dying  love-song  of  the  maiden  (“Oh,  let 
me  only  breathe  the  Air,  Love!”).  The  scene  closes  with  a 
sweet  and  gentle  lament  for  the  pair  (“Sleep  on”),  sung  by 
the  Peri,  followed  by  the  chorus,  which  joins  in  the  pathetic 
farewell. 

The  third  part  opens  with  a  lovely  chorus  of.  houris 
(“Wreathe  ye  the  Steps  to  great  Allah’s  Throne”),  inter¬ 
spersed  with  solos  and  Oriental  in  its  coloring.  The  tenor 
narration  (“Now  Morn  is  blushing  in  the  Sky”),  which  is 
very  melodious  in  character,  introduces  the  angel,  who  in  an 
alto  solo  (“Not  yet”)  once  more  dooms  the  Peri  to  wander. 
Her  reply  (“Rejected  and  sent  from  Eden’s  Door”)  is  full 
of  despair.  The  narration  is  now  taken  by  the  barytone  in 
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a  flowing,  breezy  strain  (“And  now  o’er  Syria’s  rosy  Plain”), 
which  is  followed  by  a  charming  quartet  of  Peris  (“  Say,  is 
it  so?”).  Once  more  the  barytone  intervenes,  followed  by 
the  Peri;  and  then  the  tenor  narrator  takes  up  the  theme  in 
a  stirring  description  of  the  boy  nestling  amid  the  roses,  and 
the  “  passion-stained  ”  horseman  at  the  fountain.  The  alto 
proclaims  the  vesper  call  to  prayer,  and  the  tenor  reflects  upon 
the  memories  of  the  wretched  man  as  he  sees  the  child  kneel¬ 
ing.  The  solo  barytone  announces  his>  repentance,  followed 
by  a  quartet  and  chorus  in  broad,  full  harmony  (“  Oh,  blessed 
Tears  of  true  Repentance!”).  The  next  number  is  a  double 
one,  composed  of  soprano  and  tenor  solos  with  chorus  (“  There 
falls  a  Drop  on  the  Land  of  Egypt”).  In  an  exultant,  trium¬ 
phant  strain  (“Joy,  Joy  forever,  my  Work  is  done!”)  the 
Peri  sings  her  happiness,  and  the  chorus  brings  the  work  to 
a  close  with  the  heavenly  greeting  (“  Oh,  welcome  ’mid  the 
Blessed!”). 


SIBELIUS 


1865- 

Symphony  No.  1  in  E  Minor 

1.  Allegro  energico. 

2.  Andante  ma  non  troppo  lento. 

3.  Scherzo. 

4.  Finale  quasi  una  fantasia. 

SIBELIUS’  First  Symphony  was  composed  in  1899  and 
was  first  brought  to  performance  about  three  years  later. 
The  first  movement  opens  with  a  passage  for  clarinet,  accom¬ 
panied  by  a  roll  on  the  drums  and  leading  to  the  first  theme  in 
the  first  violins  with  accompaniment  in  the  other  strings.  The 
development  leads  up  through  a  crescendo  to  a  climax  which 
dies  away  in  the  violins  and  violas,  and  is  followed,  after 
developments  of  the  first  theme  in  the  flutes,  by  the  second 
theme  in  the  wood  winds,  which  gradually  reaches  a  climax. 
A  free  fantasie  in  the  first  theme,  with  references  to  the  sec¬ 
ond,  leads  up  to  the  recapitulation.  A  crescendo  leads  to  an¬ 
other  climax,  again  diminishing,  and  a  third  climax  closes  the 
movement. 

The  second  movement  opens  with  a  theme  in  the  first  violins 
and  ’cellos,  followed  by  a  contrasting  melody  in  the  bassoons, 
accompanied  by  the  wood  winds.  After  development  the  horns 
give  out  another  subject  with  harp  arpeggios.  The  first  theme 
reappears  and  reaches  a  climax  and  the  movement  ends. 

The  third  movement  is  in  the  regular  Scherzo  form.  The 
last  movement  opens  with  a  subject'  based  upon  the  clarinet 
melody  in  the  first  movement,  followed  by  the  first  theme  in 
the  wood  winds  over  a  roll  of  the  drums.  This  material  is 
developed  and  leads  to  a  fortissimo  climax,  after  which  the 
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second  theme  is  stated  by  the  violins.  After  restatement  of 
the  first  and  second  themes,  another  climax  ensues  and  after 
its  subsidence,  the  solo  clarinet  takes  up  the  second  theme, 
which  is  worked  up  to  another  climax,  bringing  the  work  to 
its  close. 


Symphonic  Poem,  The  Swan  of  Tuonela 

The  “  Swan  of  Tuonela  ”  is  the  third  part  of  the  symphonic 
poem  “  Lemminkainen  ”  which  is  rarely  played  in  its  entirety. 
The  score  inscription  sets  forth  “  Tuonela,  the  Kingdom  of 
Death,  the  Hades  of  Finnish  mythology,  is  surrounded  by  a 
broad  river  of  black  water  and  rapid  current,  in  which  the 
Swan  of  Tuonela  glides  in  majestic  fashion  and  sings.”  Rosa 
Newmarch  in  her  biography  of  the  composer  has  sufficiently 
described  the  composition: 

“  The  majestic  but  intensely  sad,  swan-like  melody  is  heard  as  a 
solo  for  cor-anglais,  accompanied  at  first  by  muted  strings  and  the 
soft  roll  of  drums.  Now  and  then  this  melody  is  answered  by  a 
phrase  given  to  first  ’cello  or  viola,  which  might  be  interpreted  as  the 
farewell  sigh  of  some  soul  passing  to  Tuonela.  For  many  bars  the 
brass  is  silent,  until  suddenly  the  first  horn  (muted)  echoes  a  few 
notes  of  the  swan  melody  with  the  most  poignant  effect.  Gradually 
the  music  works  up  to  a  great  climax,  indicated  con  gran  suono,  fol¬ 
lowed  by  a  treble  pianissimo,  the  strings  playing  with  the  back  of  the 
bow.  To  this  accompaniment,  which  suggests  the  faint  flapping  of 
pinions,  the  swan’s  final  phrases  are  sung.  The  strings  return  to 
the  natural  bowing  and  the  work  ends  in  one  of  the  characteristic, 
sighing  phrases  for  ’cello.” 


Symphonic  Poem,  Finlandia 

The  symphonic  poem  “  Finlandia  ”  is  a  tone  picture  of  Fin¬ 
nish  life  reflected  in  the  sentiment  of  an  exile  on  his  return 
home.  The  introduction  begins  with  a  brief  but  vigorous 
theme  in  the  brasses,  responded  to  in  the  wood  winds,  and 
followed  by  a  pathetic  passage  in  the  strings.  This  material 
leads  to  an  episode  in  which  the  opening  theme  appears  in  the 
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strings.  A  change  is  made  to  Allegro  and  a  more  cheerful 
theme  appears  in  the  strings,  followed  by  a  second  subject 
in  the  wood  winds,  afterwards  taken  by  the  strings,  and  then 
by  the  ’cello  and  first  violin.  The  development  of  this  mate¬ 
rial  closes  the  work. 


Valse  Triste 

The  weird  “Valse  Triste”  is  part  of  the  music  which  the 
composer  wrote  for  a  drama  called  “  Kuolema  ”  or  “  Death.” 
The  strange  music  is  thus  explained  in  the  program  of  the 
strange  story: 

“  It  is  night.  The  son,  who  has  been  watching  beside  the  bedside  of 
his  sick  mother,  has  fallen  asleep  from  sheer  weariness.  Gradually  a 
ruddy  light  is  diffused  through  the  room:  there  is  a  sound  of  distant 
music:  the  glow  and  the  music  steal  nearer  until  the  strains  of  a 
valse  melody  float  distantly  to  our  ears.  The  sleeping  mother 
awakens,  rises  from  her  bed  and,  in  her  long  white  garment,  which 
takes  the  semblance  of  a  ball  dress,  begins  to  move  silently  and 
slowly  to  and  fro.  She  waves  her  hands  and  beckons  in  time  to 
the  music,  as  though  she  were  summoning  a  crowd  of  invisible 
guests.  And  now  they  appear,  these  strange  visionary  couples,  turn¬ 
ing  and  gliding  to  an  unearthly  valse  rhythm.  The  dying  woman 
mingles  with  the  dancers;  she  strives  to  make  them  look  into  her 
eyes,  but  the  shadowy  guests  one  and  all  avoid  her  glance.  Then  she 
seems  to  sink  exhausted  on  her  bed  and  the  music  breaks  off.  Pres¬ 
ently  she  gathers  all  her  strength  and  invokes  the  dance  once  more, 
with  more  energetic  gestures  than  before.  Back  come  the  shadowy 
dancers,  gyrating  in  a  wild,  mad  rhythm.  The  weird  gaiety  reaches 
a  climax;  there  is  a  knock  at  the  door,  which  flies  wide  open;  the 
mother  utters  a  despairing  cry ;  the  spectral  guests  vanish ;  the  music 
dies  away.  Death  stands  on  the  threshold.” 


SINDING 


1856- 

Symphony  in  D  Minor.  Op.  21 

1.  Allegro  moderato.  3.  Vivace. 

2.  Andante.  4.  Maestoso. 

SINDING’S  Symphony  in  D  minor  was  written  in  1890, 
and  is  the  most  important  of  the  few  works  of  this  gifted 
Norwegian  composer  which  have  grown  familiar  in  our  con¬ 
cert-rooms.  It  opens  with  a  strange  minor  theme,  given  out 
by  full  orchestra,  accompanied  by  several  smaller  themes  in 
its  development,  but  finally  working  up  to  a  climax,  after 
which  the  second  subject  is  given  out  by  the  violins  with  an 
accompaniment  of  bassoons  and  bass  strings.  It  is  then  passed 
on  to  the  horn,  clarinet,  oboe,  and  other  instruments,  after 
which  follows  a  fantasie  closing  with  a  statement  of  the  first 
theme.  The  second  theme  reappears  in  clarinet,  horn,  and 
first  violins,  the  movement  ending  suddenly  with  a  repetition 
of  the  first. 

The  Andante  opens  with  another  strange  theme,  developing 
most  curious  effects  of  a  sombre  character.  The  theme  passes 
from  instrument  to  instrument,  continually  producing  new 
effects  until  a  counter  theme  is  reached.  The  development  of 
this  new  matter,  with  the  principal  theme  announced  with  the 
full  strength  of  the  bassoons,  trombones,  and  tubas,  closes  the 
movement. 

The  Scherzo  is  marked  “  Vivace  ”  by  the  composer.  The 
violins  give  out  the  first  subject  which  is  full  of  spirit,  but  is 
suddenly  met  in  its  development  by  a  brilliant  counter  theme, 
and  upon  these  two  the  whole  movement  rests.  It  is  spirited 
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and  lively  throughout  and  closes  with  some  unique  variations 
of  the  first  theme.  The  final  Maestoso  opens  with  a  theme 
given  out  by  basses,  ’cellos,  trombones,  and  tubas,  impressive 
in  character  and  most  sonorous.  After  its  development  a  sec¬ 
ond  theme  enters  in  the  clarinet  and  bassoons,  and  after  the 
development  of  this  material  this  original  and  peculiarly 
Northern  symphony  comes  to  its  close. 


Rondo  Infinite 

Few  more  singular  pieces  have  been  written  than  the 
“  Rondo  Infinito  ”  by  Christian  Sinding,  which  appeared  in 
1898.  It  is  based  upon  an  equally  singular  poem  by  Halgar 
Drachman,  bearing  the  same  title  as  the  music,  in  which  a 
Berserker  tells  the  story  of  a  dissolute  monk  who  died  and  was 
led  away  by  Satan.  After  five  hundred  years  he  was  unearthed 
and  a  book  was  written,  showing  his  good  deeds  and  charac¬ 
terizing  him  as  a  Berserker  of  the  Lord  and  then  — 

“  Five  hundred  years,  and  they  will  unearth  me  —  mark ! 

Like  the  priest,  and  write  a  work, 

And  efface  all  unworldly  actions, 

And  then  the  Brothers  sing  their  Amen!” 

It  is  difficult  to  make  any  analysis  of  this  fantastic  compo¬ 
sition  that  will  set  it  clearly  before  the  reader.  It  is  writ¬ 
ten  somewhat  in  the  Rondo  form  and  opens  with  a  curious 
theme  which  dominates  the  whole  work  and  might  go  on 
forever  in  a  veritable  whirl  of  development.  There  are 
a  few  contrasting  subjects,  and  a  fugal  passage,  after  which 
the  Rondo  reaches  a  climax  in  which  some  new  phrases  are 
interwoven  with  the  principal  theme. 


Christian  Sinding 


SINIGAGLIA 


1868  - 

Overture,  Le  Baruffe  Chiozotte.  Op.  82 

THE  overture  to  “  Le  Baruffe  Chiozotte  ”  was  first  per¬ 
formed  in  1907,  and  was  inspired  by  Goldoni’s  comedy 
of  that  name,  the  story  of  which  is  quite  simple,  being  but 
a  picture  of  life  in  the  fishing  village  of  Chiozzo,  with  its 
quarrels  among  the  gossiping  women,  an  episode  of  the  quar¬ 
rel  between  the  lovers  Lucietto  and  Tita  Nane,  the  inter¬ 
ference  of  the  magistrate,  who  reconciles  the  lovers,  silences 
the  gossips,  and  restores  order,  after  which  the  mercurial  crowd 
indulges  in  a  feast  of  good  things  and  a  dance.  The  overture 
opens  with  a  theme  given  out  fortissimo  in  full  orchestra. 
After  elaboration  a  second  theme  appears  in  the  oboe,  even¬ 
tually  extending  in  the  first  violins,  and  carried  on  with 
gradually  increasing  tempo  until  another  theme  appears,  sug¬ 
gesting  that  of  the  opening.  With  each  new  theme  the  time 
accelerates,  and  now  a  tripping  passage  occurs  in  the  wood 
winds,  leading  to  a  repetition  of  the  second  and  taken  in 
the  violins.  The  third  theme  reappears,  followed  by  the 
first,  which  is  repeated.  A  brief  Coda  closes  the  lively  and 
animated  overture,  which  is  as  breezy  as  the  picturesque 
scenes  it  describes  in  tones. 


Suite  Piedmontese 

The  “  Suite  Piedmontese  ”  of  Sinigaglia  is  not  only  inter¬ 
esting  in  itself  but  also  because  it  is  rare  that  the  Italian 
writers  give  themselves  to  composition  for  the  orchestra. 
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The  suite  is  written  in  four  movements.  The  first,  an  Alle¬ 
gretto  (“  Over  Woods  and  Fields  ”)  opens  with  a  theme, 
which  is  heard  again  in  the  Finale  and  is  followed  by  a  sub¬ 
ject  in  the  clarinet  and  oboe.  After  a  change  of  time,  a 
new  theme  appears  in  the  horn,  repeated  by  the  ’cello.  The 
solo  violin  next  brings  out  a  new  subject,  followed  by  still 
another  theme  in  the  muted  first  violins.  After  another 
change  of  time  a  subject  is  stated  in  the  flute,  English  horn 
and  harp,  after  which  the  horn  theme  already  mentioned 
returns  in  the  clarinet  with  string  accompaniment,  followed 
by  the  recurrence  of  the  violin  solo,  which  closes  the  move¬ 
ment. 

The  second  movement  (“A  Rustic  Dance”)  opens  with 
an  introduction,  after  which  the  leading  theme  is  given  out 
in  solo  violin  and  oboe.  After  development,  a  new  theme 
appears  in  the  violas,  ’cellos  and  wood  winds.  An  episode 
in  the  violas  and  bassoons,  leading  after  development  to  a 
repetition  of  the  first  theme,  closes  the  movement. 

The  third  movement  (“  In  the  Sacred  Mountains  ”)  begins 
with  a  charming  theme  given  out  in  the  horns,  with  accom¬ 
paniment  in  the  double  basses  and  ’cellos,  following  which 
a  bell  motive  is  heard  leading  to  a  theme  in  the  clarinet.  It 
is  repeated  in  the  violins  and  the  bell  motive  recurs.  The 
first  theme  is  again  heard  in  much  amplified  form  and  with 
very  effective  harp  accompaniment.  The  bell  motive  returns 
and  gently  closes  the  movement. 

The  final  movement  (“  Piedmontese  Carnival  ”)  begins 
after  a  brief  introduction  with  the  opening  theme  of  the 
first  movement  given  out  fortissimo  in  full  orchestra.  After 
a  subject  in  the  trumpet  and  first  violins,  and  another  in 
the  trombone  and  strings,  as  well  as  some  subsidiaries,  have 
been  developed,  the  first  subject  ends  the  movement  in  spir¬ 
ited  style. 


SKRYABIN 


1872-1915 

Symphony  No.  8  in  C.  Op.  Jf.8 

SKRYABIN’S  Third  Symphony,  entitled  “  Le  Divin 
Poeme,”  is  written  in  three  sections,  Lutles  (“  Struggles  ”), 
Voluptes  (“Sensual  Pleasures”),  and  Jeu  Divin  (“Divine 
Joy”),  though  the  three  sections  move  along  continuously. 
In  the  introduction,  the  main  theme  appears  in  the  basses 
answered  by  the  trumpets  and  taken  up  in  the  first  violins 
and  wood  winds.  The  first  movement  begins  with  this  theme 
in  the  violins  and  is  taken  up  in  the  basses  and  gradually 
works  up  to  a  climax.  As  it  dies  away  a  hymn-like  theme 
appears  in  the  muted  strings.  The  second  melody  follows 
in  the  wood  winds  with  violins  and  bass  accompaniment,  this 
in  turn  followed  by  a  theme  reminiscent  of  the  “  Dresden 
Amen  ”  in  a  long  tremolo,  the  trumpets  giving  out  their 
original  theme,  to  full  accompaniment.  After  recapitulation 
the  main  theme  appears  in  the  horns,  the  violins  in  agitated 
accompaniment.  The  close  of  the  section  is  vehement,  gradu¬ 
ally  dying  away  and  leading  to  the  second  section  without 
halt.  A  slow,  tender  melody  appears  in  the  wood  winds  and 
horns  and  later  in  the  strings,  the  trumpets  repeating  their 
call  in  the  first  section.  This  melody,  growing  more  and 
more  passionate,  is  broken  by  a  strong  passage  in  the  horns 
which  finally  give  out  in  unison  a  joyous  measure,  the  basses 
sounding  the  trumpet  call  inverted,  leading  to  the  Finale. 
Over  a  lively  movement  in  the  strings,  the  trumpets  sound 
a  variation  of  their  call.  A  second  melody  follows  in  the 
oboes  and  ’cellos  against  the  harmony  of  wood  winds  and 
horns,  which  is  suddenly  interrupted  by  the  return  of  the 
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first  melody.  After  development  the  episode  of  the  unison 
horns  and  inverted  trumpet  call  returns.  Toward  the  close 
there  is  a  return  of  the  main  theme  of  the  first  section  and 
the  section  ends  with  the  legend  and  the  call  in  unison. 


SMETANA 


1824-1884 

Symphonic  Poem,  Ma  Vlast 

UNDER  the  general  title  of  “Ma  Vlast”  (‘‘My  Father- 
land  ”)  Smetana,  the  Bohemian  composer,  left  a  cycle 
of  six  symphonic  poems,  dedicated  to  the  city  of  Prague, 
entitled  “Vysehrad,”  ‘‘Vltava,”  “  Sarka,”  “Zceskjah  lukuv  a 
hajur”  (“From  Bohemia’s  Fields  and  Groves”),  “Tabor” 
(“  The  Hussite  Fortress  ”),  and  “  Blanik,”  the  mountain  in 
which  the  Hussite  warriors  sleep,  awaiting  the  resurrection. 
Of  these  six  the  “Vysehrad,”  “Vltava,”  and  “Sarka”  are 
the  three  usually  performed  in  the  concert-room. 

The  “  Vysehrad  ”  is  the  first  in  the  cycle,  its  program  in 
brief  being  “  Thoughts  engendered  in  the  poet’s  mind  on 
beholding  the  famous  fortress  and  reflecting  upon  the  glo¬ 
rious  life  there  in  its  palmy  days,  its  subsequent  important 
struggles  and  final  ruin.”  The  movement  is  free  in  its  form. 
The  introduction  begins  with  a  stirring  national  subject  in 
two  harps.  After  a  few  measures  the  remaining  instruments 
take  the  melody  one  after  the  other,  the  harps  still  combining, 
interwoven  with  trumpet  calls  gradually  increasing  in  power 
and  leading  to  a  climax  in  full  orchestra.  As  it  dies  away, 
the  strings  take  up  an  Allegro  subject,  which  is  a  modifica¬ 
tion  of  the  original  theme  in  fugal  form,  bringing  this  sec¬ 
tion  to  a  brilliant  close.  A  melodious  second  subject  follows, 
which  is  skilfully  elaborated.  In  the  conclusion  the  open¬ 
ing  subject  returns  in  modified  form.” 

The  second  poem,  “  Vltava,”  better  known  as  “  The  Mol- 
dau,”  is  the  most  beautiful  of  the  series  for  its  melodic 
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charm.  It  describes  the  River  Moldau,  the  scenes  through 
which  it  flows,  natural  beauties,  historic  spots,  the  revels  of 
the  wood  and  water  nymphs,  and  the  Rapids  of  Saint  John. 
It  begins  with  a  delicate  rippling  passage  in  flutes,  with  pizzi¬ 
cato  accompaniment  in  the  violins  and  harp,  picturing  most 
vividly  the  movement  of  the  water.  It  is  next  taken  in  the 
strings  over  a  beautiful  melody  in  first  violins,  oboe,  and  bas¬ 
soon,  horns  and  harp  joining  in  the  harmony.  Hunting 
calls  are  now  heard  in  the  horns  over  the  river  motive,  and 
as  they  die  away  a  lively  wedding  dance  is  worked  up  to  a 
climax  of  gaiety.  As  it  in  turn  subsides,  the  wood  winds 
announce  sustained  harmonies,  and  the  flute  with  strings, 
horn,  and  clarinet  accompaniment  give  out  the  nymphs’  dance, 
which  is  followed  by  an  impressive  passage  in  horns,  trom¬ 
bones,  and  tuba.  The  ripple  of  the  river  is  heard  again,  and 
gradually  leads  up  to  the  description  of  the  rapids,  reaching 
a  powerful  fortissimo.  Then  with  extended  decrescendo  the 
movement,  which  is  one  of  expressive  beauty  throughout, 
comes  to  a  close. 

“  Sarka,”  the  third  of  the  poems,  is  based  upon  the  story 
of  the  Bohemian  Amazon.  Disappointed  in  love,  she  swears 
vengeance  upon  the  whole  race  of  men.  The  knight  Ctirad 
takes  the  field  against  her,  and  as  his  warriors  are  advanc¬ 
ing  finds  Sarka  bound  to  a  tree.  She  cunningly  pretends  to 
have  been  maltreated  by  her  sisters.  Overcome  by  her  beauty 
and  desiring  to  possess  her,  he  sets  her  free.  During  a 
carousal  of  his  soldiers,  Sarka  gives  a  horn  signal,  to  which 
her  companions  in  the  forest  respond.  Falling  upon  the 
soldiers,  sleeping  after  their  revels,  they  slay  them  all.  The 
poem  opens  with  a  theme  for  violins  describing  Sarka’s  rage 
against  men.  A  second  subject  of  a  light,  simple  character 
describes  the  march  of  Ctirad’s  warriors  through  the  forest. 
This  is  interrupted  by  a  sudden  outcry  twice  heard.  A  duet 
for  ’cello  and  clarinet  follows,  giving  place  evidently  to  a 
love  passage,  which  is  freely  developed  and  followed  by  a 
fanfare,  introducing  another  theme  of  a  jubilant  character. 
As  it  dies  away,  a  lovely  melody  is  sung  by  the  clarinets, 
describing  Sarka’s  summons  to  her  sisters.  The  concluding 
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part  of  the  movement  is  marked  Frenetico,  and  is  indeed  a 
frenzy  of  instrumentation,  portraying  Sarka’s  revenge. 


Overture  to  The  Sold  Bride 

“Die  verkaufte  Braut”  (“The  Sold  Bride”),  one  of  the 
most  successful  and  beautiful  of  modern  operas,  was  first 
produced  in  1895.  Its  overture  was  first  known  as  “Lust- 
spiel,”  or  “  Comedy  Overture,”  and  is  considered  the  gem 
of  the  work.  The  story  of  the  opera  is  a  simple  one.  Hans, 
the  step-son  of  the  peasant  Micha,  after  being  driven  from 
home,  returns  and  falls  in  love  with  Marenka.  Her  mother 
consents  to  the  proposal  of  Kezal,  the  marriage  broker,  that 
she  shall  marry  Wenzel,  Hans’  half-brother.  Then  the 
broker  offers  a  bribe  to  Hans  if  he  will  abandon  his  claim. 
Hans  agrees  provided  Marenka  will  marry  “the  son  of 
Micha.”  Marenka  is  grieved  at  the  seeming  abandonment, 
but  at  last  Hans  reveals  himself  and  all  are  happy.  The 
first  theme  of  the  overture  is  announced  in  the  violins,  violas, 
’cellos,  and  wood  winds  in  unison,  with  a  stately  accompani¬ 
ment  of  chords  in  the  brasses  with  tympani.  This  theme  is 
most  ingeniously  elaborated  in  fugal  form  and  worked  up 
to  a  climax,  after  which  it  is  given  out  in  unison  as  in  the 
beginning.  The  second  theme  is  announced  in  the  oboe  with 
clarinet,  bassoon,  horn,  and  second  violin  accompaniment. 
It  is  very  brief,  and  is  followed  by  a  charming  theme  in 
violins  and  ’cellos.  The  first  theme  then  returns  in  the  wood 
winds,  and  next  in  the  strings,  whereupon  the  fugal  elabora¬ 
tion  is  resumed,  leading  to  a  fortissimo.  After  further  devel¬ 
opment  the  first  theme  returns  in  the  same  form  as  in  the 
beginning.  Further  development  follows,  after  which  the 
Coda,  based  on  the  first  theme,  brings  the  overture  to  an  ani¬ 
mated  close. 


SPOHR 


1784-1859 


Overture  to  Jessonda 


HE  overture  to  the  opera  “  Jessonda,”  the  text  by 


A  Edouard  Gehe,  and  based  upon  Lemiere’s  “  Veuve  de 
Malabar,”  was  first  produced  in  1823.  The  story  in  brief 
is  as  follows:  Jessonda,  the  widow  of  a  Rajah,  has  been 
devoted  to  the  flames.  Although  she  was  forced  to  marry, 
and  had  previously  pledged  her  hand  to  a  Portuguese  officer, 
she  obeys  the  custom  of  the  country  and  accepts  her  fiery 
doom.  At  this  time  the  Portuguese  are  besieging  the  city, 
and  the  officer,  her  lover,  hearing  of  her  intended  sacrifice, 
scales  the  walls  with  his  followers  and  rescues  the  would-be 
victim.  The  overture  begins  with  an  introduction  in  which 
tender  harmonies  in  the  wood  winds  and  horns  are  followed 
by  melodious  passages  in  the  horns,  and  afterwards  in  clar¬ 
inets  and  bassoons,  with  a  pizzicato  accompaniment  in  the 
strings,  the  subject  being  subsequently  employed  in  the  scene 
of  the  Rajah’s  funeral.  A  short  transition  for  full  orchestra 
leads  to  the  second  theme,  which  is  announced  in  the  horns, 
with  a  counter  theme  in  the  first  violins,  all  of  whicli  mate¬ 
rial  is  regularly  developed.  After  elaboration  the  first  theme 
reappears  and  is  developed,  and  then  leads  to  a  return  of  the 
second  theme  in  the  clarinet  and  bassoon.  After  further 
development  an  animated  Coda  closes  the  overture. 


Louis  Spohr 


V- 


STANFORD 


1852- 


Symphony  No.  3,  in  F  Minor  (Irish).  Op.  28 

1.  Allegro  moderato.  3.  Andante  con  bioto. 

2.  Allegro  biolto  vivace.  4.  Allegro  moderato. 

STANFORD’S  so-called  Irish  Symphony  was  completed 
in  1887,  and  was  first  performed  June  27  of  that  year 
in  one  of  Herr  Richter’s  London  concerts.  The  first  move¬ 
ment  opens  with  a  melodious  theme  in  the  string  quartet, 
unison  and  pianissimo,  supported  in  the  winds.  After  a 
short  development  it  is  repeated  in  a  powerful  crescendo  in 
full  orchestra.  A  phrase  from  the  theme  is  then  treated, 
and  leads  to  the  second,  given  out  in  the  ’cellos  in  cantabile 
style  and  then  taken  up  in  the  violins.  The  usual  repetition 
follows,  and  closes  the  first  part.  The  second  part  opens 
•with  a  working-up  of  the  first  theme,  followed  by  the  second 
with  ingenious  variations.  Both  themes  also  appear  in  the 
Coda  closing  the  movement. 

The  second  movement,  which  takes  the  place  of  the  cus¬ 
tomary  Scherzo,  begins  at  once  with  a  first  theme  in  jig-like 
movement  in  the  first  violins.  After  its  development  a  short 
episode  follows,  given  out  by  the  wood  winds,  which  leads 
up  to  a  genuine  peasant  melody.  The  Trio  opens  with  an 
attractive  theme,  leading  to  the  Coda,  in  which  the  jig 
returns,  closing  the  movement  in  spirited  style. 

The  slow  movement  after  some  introductory  harp  arpeg¬ 
gios  opens  with  a  sombre,  pathetic  theme  in  the  flutes  and 
clarinets,  several  times  repeated,  and  assigned  to  various 
instruments  until  the  oboe  appears  with  a  second  theme,  the 
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accompanying  figure  of  which  is  based  upon  the  old  Irish 
song,  “The  Lament  of  the  sons  of  Usnach.’’  Fresh  subjects 
follow  with  elaborate  treatment,  leading  to  a  general  pause, 
which  prepares  the  way  for  the  “Lament”  theme.  A  rem¬ 
iniscence  of  the  beginning  of  the  movement  and  the  harp 
arpeggios  furnish  the  close. 

The  Finale  is  based  upon  two  Irish  songs — the  first  of 
which  (“  Remember  the  Glories  of  Brian  the  brave  ”)  con¬ 
stitutes  the  first  theme.  After  its  development  a  fresh  modu¬ 
lation  leads  up  to  the  second  theme  in  string  orchestra  with 
bassoons,  horn,  and  contrabasses,  pizzicato,  followed  by  a 
melodious  figure  which  prepares  the  way  for  further  treat¬ 
ment  of  the  thematic  material  already  presented.  The  sec¬ 
ond  of  the  Irish  themes  mentioned  above  is  now  given  out  by 
three  trumpets  pianissimo  with  tremolo  accompaniment  of 
violins.  After  the  development  of  this  theme  occurs  the 
ordinary  reprise,  and  a  skilfully  treated  Coda  concludes  the 
symphony. 


STOCK 


1872- 


Symphony  in  C  Minor 

1.  Adagio.  Allegro  ma  non  troppo. 

2.  Scherzo. 

3.  Andante  cantabele. 

4.  Finale. 


HE  Symphony  in  C  minor,  the  first  work  of  this  kind 


JL  by  Frederick  A.  Stock,  conductor  of  the  Chicago  Sym¬ 
phony  Orchestra,  was  finished  in  1909  and  first  performed 
by  that  orchestra  December  31  of  that  year.  The  composer 
has  briefly  described  the  program  of  his  work  as  illustrating 
human  life  with  its  sorrows  and  joys,  the  struggle  against 
fate,  despair  at  the  futility  of  existence,  and  the  hope  of 
final  victory.  The  first  movement  pictures  various  phases  of 
the  struggle;  the  second,  the  joys  of  life;  the  third,  rem¬ 
iniscences  of  happiness ;  and  the  fourth,  the  motto,  “  Vorwarts, 
aufwarts  ”  (“  Forward,  upward  ”). 

The  first  movement  has  an  Adagio  introduction  in  which 
the  principal  theme  is  stated,  followed  by  a  suggestion  of  the 
second  subject  in  solo  viola,  ’cello,  and  oboe,  the  trombones 
holding  the  opening  motive  against  it.  Three  chords  in  full 
orchestra  and  a  kettle-drum  roll  introduce  the  main  move¬ 
ment,  Allegro  ma  non  troppo.  The  principal  subject  is 
heard  in  the  ’cellos  and  double  basses,  eventually  reinforced 
by  violas  and  wood  winds.  The  theme  is  then  taken  in  first 
violins  and  higher  wood  winds  with  a  subsidiary  passage  in 
the  basses  and  lower  wood  winds.  The  second  subject  is 
next  suggested  accompanied  by  development  of  the  first, 
which  at  last  is  given  out  in  full  orchestra.  After  elaborate 
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treatment  of  the  two  themes  development  follows,  closing 
with  an  outburst  in  full  orchestra  and  recapitulation.  The 
principal  theme  is  stated  briefly  in  full  orchestra,  the  second 
entering  in  the  violas  and  English  horn,  with  the  'cellos 
pizzicato  against  it.  It  is  then  taken  by  the  violins  and  leads 
to  the  Coda,  opening  with  the  second  theme  in  the  oboe  against 
the  first  in  the  English  horn  and  tuba.  The  two  themes  arc 
elaborately  treated,  at  last  reaching  a  climax,  and  the  first 
movement  comes  to  its  close  with  the  principal  theme  pres¬ 
tissimo. 

The  opening  theme  of  the  Scherzo  appears  in  the  wood 
winds  continued  in  the  strings.  In  its  treatment  a  subsid¬ 
iary  theme  occurs  for  solo  violin.  Development  of  this  mate¬ 
rial  follows,  with  the  subsidiary  theme  in  a  second  form. 
The  second  subject  is  given  out  in  the  'cellos  and  violas,  sup¬ 
ported  by  the  lower  wood  winds,  horns,  and  harp.  After 
development,  recapitulation  begins  with  a  repetition  of  the  first 
theme  in  full  orchestra.  The  second  follows  at  once  fortis¬ 
simo  in  the  brasses  and  'cellos.  In  the  Coda  the  opening 
theme  is  elaborately  treated,  leading  to  a  climax.  There  are 
suggestions  of  the  subsidiary  theme  and  the  second,  a  Presto 
closing  the  movement  with  a  development  of  the  first  theme. 

The  third  movement  opens  with  a  subject  in  the  first 
violins.  A  climax  is  reached  and  the  second  enters  in  the 
'cellos  and  first  horn.  After  elaboration  the  brasses  give 
out  the  first  theme  and  another  climax  occurs,  followed  by 
recapitulation,  in  which,  after  elaborate  treatment  of  the 
two  themes,  the  music  grows  more  and  more  intense,  at  last 
reaching  a  fortissimo,  the  movement  finally  closing  tran¬ 
quilly. 

The  principal  theme  of  the  last  movement,  illustrating  the 
“  Upward  ”  of  the  motto,  is  given  out  in  unison  in  the 
violins  and  violas  and  is  followed  by  a  suggestion  of  the  open¬ 
ing  theme  in  the  first  movement  in  the  violas.  This  is  pre¬ 
sented  at  once  in  full  orchestra  and'  developed,  after  which 
the  second  subject  enters  in  the  first  violins.  The  “For¬ 
ward  ”  motive,  which  occurs  in  the  introduction,  is  played  by 
solo  trumpet,  violas  pizzicato.  In  the  treatment  of  this 
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material  a  tremendous  climax  is  reached.  The  development 
begins  quietly  with  the  opening  notes  of  the  principal  theme 
of  the  first  movement  in  fugal  form  beginning  in  the  ’cellos. 
The  development  is  most  elaborate  and  leads  to  an  intense 
climax,  followed  by  recapitulation.  The  Coda  is  equally 
elaborate  in  its  presentation  of  the  “  Upward  ”  and  “  For¬ 
ward  ”  themes,  and  with  a  final  statement  of  the  second 
theme  of  the  opening  movement,  the  symphony  closes. 


Symphonic  Poem,  Pines  Menschenleben’s  Morgen,  Mittag  und 

Abend 

The  symphonic  poem  entitled  above  is  dedicated  to  Theo¬ 
dore  Thomas  and  the  members  of  the  Chicago  Symphony 
Orchestra.  Mr.  Thomas  was  to  have  produced  it,  but  its 
performance  did  not  take  place  at  the  scheduled  time,  owing 
to  his  death  (in  1904).  It  was  subsequently  given  as  a 
tribute  to  the  memory  of  the  great  leader.  The  following 
abstract  of  the  composer’s  own  analysis,  prepared  for  the 
program,  sufficiently  displays  its  contents: 

“  The  piece  is  divided  into  three  (connected)  parts,  of  which  the 
first — '‘Life’s  Morning,’  begins  with  a  short  prologue-like  introduc¬ 
tion  in  which  the  themes  employed  in  the  subsequent  development  of 
the  movement  are  announced — in  a  manner  in  accordance  with  the 
theory  that  the  destiny  of  every  human  being  is  laid  out  and  deter¬ 
mined  before  the  beginning  of  his  earthly  existence.  This  prologue¬ 
like  introduction  is  followed  by  the  portrayal  of  a  child’s  life, 
beginning  with  a  melody  in  solo  violin.  Gradually  other  lesser 
motives  are  woven  into  the  texture  of  the  musical  picture,  to  illustrate 
—  first,  the  droll  play  of  the  child,  and  subsequently  the  adventures 
and  pranks  of  his  growing  up.  The  pursuit  of  knowledge  is  sym¬ 
bolized  by  means  of  an  A-B-C  progression,  treated  as  a  basso  ostinato 
in  the  development  of  which  this  musical  A-B-C  leads  after  an 
impulsive  and  richly  colored  climax,  to  the  second  part  of  the 
movement,  ‘  Life’s  Noon  Time.’ 

“  The  principal  theme  of  the  whole  work  appears  in  the  first  part 
(‘  Life’s  Morning  ’)  and  again  in  playful  figures  which  mount  gradu¬ 
ally  into  greater  importance  until  at  last  in  ‘Life’s  Noon  Time’  they 
represent  the  musical  personification  of  a  manly  character.  The 
elaboration  of  this  principal  theme  leads  to  a  brilliant  climax  in 
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which  a  rhythmical  enlargement  of  the  theme  itself  is  counterpointed 
against  its  original  form.  This  leads  presently  to  a  resounding 
restatement  of  the  principal  theme.  A  dramatic  pause  interrupts 
suddenly  this  outburst  of  human  vanity.  The  *  Period  of  Doubt  ’ 
which  follows  portrays  man  as  he  gives  himself  up  to  gloomy  reflec¬ 
tions  over  the  futility  of  all  human  effort,  venting  passionate  expres¬ 
sion  of  the  unsatisfied  longings  of  the  soul.  In  conformity  with 
this  idea  the  ‘  Period  of  Doubt,’  growing  ever  more  and  more 
agitated,  leads  to  a  ‘  Love  Scene  ’  —  the  climax  of  the  whole  work, 
which,  beginning  with  the  second  principal  theme  (the  ‘love  theme’) 
in  the  clarinet,  in  its  further  progress  takes  as  its  subject  a  blending 
of  both  (first  and  second)  themes,  wherewith  the  second  part  of  the 
movement  comes  to  an  end  shortly  with  some  soft  tones  which  die 
away  in  the  distance. 

“  The  third  part  —  ‘  Life’s  Evening,’  forms  the  conclusion  to  what 
has  gone  before: — 

“  ‘  Man  hopes  so  long  as  he  strives ; 

Man  strives  so  long  as  he  lives !  ’  ” 


Symphonic  Variations 

The  score  of  “  Symphonic  Variations,”  the  earliest  work 
of  this  composer,  was  first  performed  by  the  Chicago  Sym¬ 
phony  Orchestra,  of  which  at  the  time  of  its  composition  Mr. 
Stock  was  a  member,  and  of  which,  since  the  death  of  Theo¬ 
dore  Thomas,  he  has  been  its  conductor.  It  is  dedicated  to 
Mr.  Thomas.  It  is  based  upon  a  theme  from  which  he  has 
developed  thirteen  variations  and  a  Finale.  The  theme  is 
given  out  in  the  ’cellos  and  basses  in  octaves,  accompanied 
in  bass  clarinet  and  bassoons.  The  first  variation  is  for  all 
the  strings,  harp,  and  deeper  wood  winds.  In  the  second, 
the  theme  is  strongly  accentuated,  mainly  in  the  trumpets 
and  heavier  brasses,  with  imitations  in  the  rest  of  the  orches¬ 
tra  and  interruptions  from  the  strings  and  lighter  wood 
winds.  The  third  is  lively  in  character,  a  solo  clarinet  and 
violins  having  a  duo  with  pizzicato  string  accompaniment. 
In  the  fourth,  the  theme  appears  as  a  chorale  in  the  deeper 
strings  and  wood  winds,  the  fifth  being  treated  exclusively 
for  wind  and  percussion  instruments.  The  sixth  is  con- 
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structed  of  fragments  of  the  theme  in  the  strings,  leading  to 
a  climax,  gradually  closing  pianissimo.  The  seventh  is  a 
lyric  intermezzo,  followed  by  strong  rhythmical  passages  in 
the  eighth  and  ninth.  The  tenth  is  a  Valse  lento,  and  the 
eleventh  a  Marziale,  scored  for  brasses  and  drums  alone. 
The  twelfth  is  in  strong  contrast  to  the  Marziale,  and  the  last, 
elaborated  contrapuntally,  works  up  to  a  vigorous  climax, 
subsiding  to  pianissimo  with  rolls  on  the  kettle-drums.  The 
Finale  begins  with  soft  harmonics  in  the  deeper  wind  instru¬ 
ments,  after  which  the  theme  reappears.  Its  exposition  leads 
to  an  impressive  restatement,  closing  the  work. 


Symphonic  Walts 

The  “  Symphonic  Waltz  ”  was  written  at  Mr.  Stock’s  summer 
home  at  Winona  Lake  in  1907.  The  following  cheery  state¬ 
ment  by  the  composer  concerning  the  significance  of  his 
work  will  be  of  interest: 

“  Some  years  ago  Theodore  Thomas  played  a  very  meritorious 
work  by  Alexander  Ritter,  which  also  was  called  a  ‘  Symphonic 
Waltz’;  and  this  title  made  such  a  deep  impression  upon  the  writer 
of  these  lines  that  after  that  time  he  contemplated  most  seriously 
composing  first  a  ‘  Symphony’  and  then  a  ‘Waltz.’  But  it  happened 
that  he  was  unable  to  complete  the  symphony  before  the  commence¬ 
ment  of  this  season,  and  for  this  reason  he  thought  it  best  to  combine 
these  two  titles  and  compose  something  that  would  suit  them  both  — 
and  the  listener  as  well. 

“  As  to  the  waltz  itself,  we  don’t  think  that  it  should  stand  in  need 
of  either  comparison  or  analysis,  although  it  is  meant  to  be  symphonic 
—  or  at  least  pretends  to  be  so.  It  is  written  in  the  key  of  D  major 
and  in  3-4  time,  just  like  the  ‘  Beautiful  Blue  Danube  ’  by  Johann 
Strauss,  but  the  themes  are  treated  in  more  elaborate  fashion.  We 
trust  fully  what  is  good  in  it  will  make  itself  felt  in  true  waltz-like 
fashion  —  let  us  say  spontaneously,  and  that  its  pretentious  title  will 
fully  protect  it  against  undue  or  unbecoming  popularity. 

“  Frequently  we  have  been  asked  to  whom  the  waltz  was  to  be 
dedicated  —  a  question  which  until  now  has  not  been  answered  satis¬ 
factorily.  It  is  not  more  than  natural  that  a  composer  should  feel 
inclined  to  dedicate  all  the  good  things  he  writes  (and  in  his  opinion, 
of  course,  all  his  things  are  good,  and  more  than  that)  to  his  own 
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beloved  self,  and  so  the  writer  of  this  waltz  had  at  first  intended  to 
do  —  when  the  happy  thought  occurred  to  him  that  it  would  be  more 
appropriate,  and  also  more  unique,  to  dedicate  the  work  under  dis¬ 
cussion  (in  whose  behalf  too  much  has  been  said  already)  ‘To  all 
his  friends.’” 


Symphonic  Sketch ,  A  Summer  Evening 

This  nature  sketch  was  written  by  Mr.  Stock  at  Twin 
Lakes,  Wis.,  and  was  originally  intended  to  be  the  second 
movement  of  a  suite  to  be  called  “  The  Seasons.”  At  the 
opening,  after  an  introduction,  the  principal  theme  is  sug¬ 
gested  in  the  clarinet,  eventually  leading  to  the  principal  sub¬ 
ject  in  the  first  violins  and  violas.  A  continuing  section  is 
given  in  the  oboes  and  shortly  is  taken  up  by  two  solo  violins 
with  a  flute  passage  imitating  the  song  of  the  nightingale. 
The  main  theme  is  then  sung  in  the  horns  and  ’cellos,  with  a 
counterpoint  against  it  in  the  violins,  violas,  and  some  of  the 
wood  winds.  A  solo  passage  for  the  strings,  based  on  the  first 
theme,  leads  to  a  solo  for  first  violin  over  which  the  quail  is 
heard  in  the  oboes  and  the  cuckoo  in  the  clarinet.  At  last  a 
climax  is  reached,  the  sketch  closing  pianissimo. 
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1864  — 

Symphony  in  F  Minor 

1.  Allegro  sia  xok  troppo,  ux  poco  maestoso. 

2.  Scherzo.  Presto. 

3.  Axdaxte  cantabile. 

4.  Allegro  assai,  molto  appassioxato. 

RICHARD  STRAUSS,  so  well  known  by  his  operas  and 
symphonic  poems,  has  written  three  symphonies,  of 
which  the  one  in  F  minor  is  best  known.  It  opens  with  two 
phrases  in  the  wood  winds,  leading  to  the  first  theme  in  the 
first  violins  and  violas.  After  slight  development,  the  first 
subsidiary  leads  to  a  melodious  subject  in  full  orchestra. 
The  second  theme  appears  in  the  clarinet  and  bassoon, 
repeated  by  violins,  and  is  briefly  developed.  The  first  theme 
then  returns  and  closes  the  first  part  of  the  movement.  A 
free  fantasie  follows,  leading  to  a  climax,  and  the  third  part 
begins  in  the  clarinet  and  bassoon,  and  closes  with  a  long 
Coda. 

The  Scherzo  is  noticeable  for  the  appearance  of  a  canta¬ 
bile  theme.  The  Trio  begins  with  a  theme  in  the  violas, 
’cellos,  clarinets,  and  bassoons,  the  flutes,  oboes,  horns,  and 
violins  at  the  same  time  carrying  a  subsidiary  figure.  The 
Scherzo  repeats  after  the  Trio  and  the  movement  closes  with 
a  short  Coda. 

The  first  theme  of  the  third  movement  appears  in  the 
strings  and  is  subsequently  developed  in  the  wood  winds  and 
horns.  The  second  is  a  trumpet  call  over  the  other  brasses 
in  harmony,  each  call  followed  by  passages  in  the  strings  and 
wood  winds.  The  third  is  a  plaintive  melody  in  the  horns  and 
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bassoons,  with  string  accompaniment,  and  is  at  once  followed 
by  the  fourth  in  the  first  violins  and  ’cellos.  These  themes 
are  worked  up  in  the  second  part  of  the  movement,  the  first, 
with  suggestion  of  the  trumpet  call,  furnishing  the  material 
for  the  Coda. 

The  last  movement  opens  with  a  discordant  effect  between 
the  violins  and  violas  on  the  one  hand  and  the  wood  winds 
on  the  other.  Two  themes  elaborately  developed  follow  in 
regular  course,  with  their  subsidiaries,  and  the  Coda  recalls 
the  themes  in  the  preceding  parts. 


An  Alpine  Symphony 

The  so-called  “Alpine  Symphony”  in  reality  a  symphonic 
poem,  was  first  produced  in  Berlin  in  1915,  by  an  orchestra 
of  extraordinary  size,  the  score  calling  for  one  hundred  and 
sixteen  instruments.  It  is  program  music  from  first  to  last 
and  is  played  continuously.  Pictorial  descriptions  follow 
each  other  rapidly.  In  the  opening  Lento  night  begins  in 
the  muted  strings  and  bassoons  followed  by  the  Mountain 
motive  in  the  brasses.  After  development  sunrise  appears 
in  the  orchestra  fortissimo.  This  is  introductory  to  the  main 
movement,  “  The  Ascent,”  which  opens  with  a  theme  in  the 
lower  strings  dominating  the  whole  work.  Hunting  horns 
signal  the  “Entrance  to  the  Forest.”  This  is  followed  by  a 
section  “  Wandering  by  the  Brook,”  and  soon  we  arrive  at 
the  “Waterfall,”  imitated  by  rolls  on  the  cymbals.  Other 
divisions,  “  Apparition,”  “  On  Flowery  Meadows,”  and  “  On 
the  Aim,”  follow,  and  by  this  time  the  hearer  is  “  Lost  in  the 
Thicket  and  the  Underwood”  of  the  low  strings  and  wood 
winds.  After  emerging  therefrom  one  finds  himself  “  On  the 
Glacier  ”  and  experiences  “  Dangerous  Moments,”  but  at 
last  reaches  “  the  Summit,”  the  feat  being  celebrated  by  four 
trombones  set  off  against  the  other  wind  instruments  and 
strings  tremolo.  The  oboe  in  a  tender  sort  of  melody  brings 
some  relief,  but  now  the  scene  changes.  Clouds  indicated 
by  scale  passages  in  the  muted  strings  appear  but  are  dis- 


STRAUSS 


383 


persed  by  the  sun,  as  set  forth  by  first  violins  and  organ.  An 
“  Elegie  ”  follows  in  the  strings  supported  by  organ.  The 
kettle-drums  and  bass  drum  announce  the  approach  of  a 
storm  which  bursts  in  musical  fury,  rather  than  grandeur, 
by  the  crashes,  howls,  and  groans  of  the  full  orchestra  accen¬ 
tuated  by  wind  and  thunder  machines.  At  last  the  dis¬ 
tracted  traveler  begins  his  descent,  the  sun  sets,  and  night 
comes  on  by  the  use  of  the  same  material  which  opened  the 
work. 


Symphonic  Poem,  Don  Juan.  Op.  20  * 

“  Don  Juan,”  the  first  published  of  Richard  Strauss’  tone- 
poems,  was  written  in  November,  1880,  and  performed  for 
the  first  time  at  Weimar,  near  the  close  of  the  same  year. 
The  subject  of  the  work  is  taken  from  a  poem  of  the  same 
name,  written  by  the  Hungarian  poet  Lenau.  The  hero 
is  a  Don  who  is  in  love  with  the  feminine  principle.  He  is 
devoted  to  the  adoration  of  the  whole  feminine  world  rather 
than  the  pursuit  of  the  individual.  At  last  he  becomes  pes¬ 
simistic.  The  pursuit  of  beauty  palls.  “  Now  it  is  o’er,  and 
calm  all  round,  above  me;  sheer  death  is  every  wish;  all 
hopes  o’ershrouded.”  At  last  he  is  satisfied  to  give  up  life 
itself.  In  the  illustration  of  this  story,  Strauss’  music  opens 
with  a  variety  of  restless  themes,  occasionally  melodious  in 
bits,  but  more  frequently  discordant  without  resolution.  Don 
Juan  makes  his  appearance  to  a  somewhat  brilliant  melody. 
This  is  followed  by  desultory  love  episodes,  some  of  which 
musically  are  as  unsatisfactory  to  the  hearer  as  the  episodes 
themselves  were  to  the  hero.  They  invariably  end  in  a  rest¬ 
less  manner.  Don  Juan  in  desperation  plunges  into  a  gen- 

*  In  presenting  the  analysis  of  “Don  Juan,”  as  well  as  of  the 
remaining  tone-poems  by  Richard  Strauss,  no  attempt  will  be  made 
to  consider  them  in  detail.  The  instrumentation  is  much  too  compli¬ 
cated  and  the  whole  orchestral  scheme  too  bizarre  and  unusual  to 
allow  of  it  without  occupying  undue  space  as  well  as  voluminous 
notation.  The  analysis  in  each  case  therefore  will  present  a  general 
view  of  the  works. 


384  THE  STANDARD  CONCERT  GUIDE 


eral  carnival  of  feminine  and  vinous  revels,  depicted  by  music 
intended  to  be  bacchanalian,  but  unintelligible  without  a 
detailed  program.  The  debauch  closes  in  a  manner  indicat¬ 
ing  the  hero’s  fate,  and  at  last  his  end  is  announced  by  the 
trumpet. 


Macbeth.  Op.  28 

Although  “  Macbeth  ”  was  the  first  tone-poem  composed  by 
Strauss,  its  opus  number  follows  that  of  “Don  Juan.”  Con¬ 
trary  to  his  usual  custom,  the  composer  has  furnished  no 
key  to  its  contents  except  the  title  and  occasional  hints  in 
the  score.  He  evidently  did  not  intend  a  setting  of  the 
drama,  but  rather  musical  portraits  of  Macbeth  and  Lady  Mac¬ 
beth,  and  these  portraits,  it  must  be  confessed,  are  presented 
in  the  loudest  of  colors.  After  a  motive  which  runs  through 
the  whole  work,  given  out  by  the  violins,  the  personal  motive 
of  Macbeth  appears.  It  is  accompanied  by  a  counter  theme 
and  leads  to  a  third  theme,  the  meaning  of  which  is  left  to 
the  imagination.  This  prepares  the  way  for  a  vigorous  passage 
in  flutes  and  clarinets  which  the  score  annotation  intimates  is 
the  Lady  Macbeth  motive.  The  motive  soon  yields  to  a  more 
passionate  one  given  out  by  the  violins.  This,  when  thor¬ 
oughly  developed,  gives  place  again  to  the  Lady  Macbeth 
motive.  The  latter,  however,  makes  but  a  brief  reappearance 
and  is  succeeded  by  a  sweet  and  very  gracious  melody  by  the 
violins,  which  at  last  joins  itself  to  another  of  somewhat  sim¬ 
ilar  character,  the  two  progressing  through  unique  develop¬ 
ment  to  the  close. 


Tod  und  Verhlarung.  Op.  2Jf. 

“Tod  und  Verklarung”  (“Death  and  Transfiguration”) 
was  written  in  1890  and  first  performed  at  Eisenach  in  June 
of  the  same  year.  The  composer  has  given  the  clew  to  its 
meaning  in  a  poem  by  Alexander  Ritter,  printed  on  the  fly¬ 
leaf  of  the  score,  though,  singularly  enough,  the  poem  was 


STRAUSS 


385 


written  after  the  author  had  heard  the  music.  The  poem 
describes  the  sleep  of  a  sick  man  “  who  a  moment  since  with 
death  wildly,  desperately  has  struggled  ” ;  the  renewal  of  the 
struggle,  life  and  death  wrestling  for  supremacy  and  silence 
again;  the  delirium  in  which  the  events  of  his  life  pass  in 
review  in  the  mind  of  the  sufferer ;  then  the  final  struggle,  fol¬ 
lowed  by  the  transfiguration,  in  which  he  triumphs  over  death. 
The  opening  of  the  musical  description  is  a  Largo,  low  toned 
in  color  and  restless,  but  with  occasional  melodious  episodes. 
It  is  followed  by  strangely  discordant  passages  evidently 
intended  to  represent  the  renewal  of  the  struggle,  but  at  this 
point  the  music  assumes  a  more  melodious  character  as  the 
memories  of  youth  come  back.  In  the  final  struggle  the  musical 
fury  begins  again,  growing  more  and  more  indefinite  and  dis¬ 
cordant  until  the  end  comes  and  the  din  ceases.  The  transfig¬ 
uration  music  which  closes  the  work  is  extremely  impressive 
and  full  of  that  majestic  beauty  which  is  at  Strauss’  com¬ 
mand —  when  he  elects  to  display  it. 


Till  Eulenspiegel.  Op.  28 

“  Till  Eulenspiegel  ”  was  first  performed  at  Cologne, 
November  5,  1895.  The  music  represents  the  eccentric  career 
of  a  roving  Merry  Andrew,  the  droll  tricks  which  he  played, 
and  his  final  expiation  upon  the  gallows  for  practical  jokes 
which  at  last  became  too  brutal  to  be  endured.  In  the  old 
legend  of  Till,  however,  he  does  not  come  to  the  gallows,  but 
escapes  it  by  trickery.  Strauss,  however,  ruthlessly  sacrifices 
him  in  the  close  with  explosive  music.  The  themes  in  this 
work  typify  the  hero  in  various  situations,  and  their  develop¬ 
ment  shows  the  droll  tricks  which  he  plays.  His  ride  through 
the  market-place  and  the  dismay  of  the  market-women  as  their 
wares  are  scattered  are  accompanied  by  imitative  music.  Unc¬ 
tuous  themes  display  him  as  a  clerical  imposter  and  tender  pas¬ 
sages  in  the  violins,  clarinets,  and  flutes  tell  of  his  love  episodes. 
Characteristic  music  shows  him  fooling  the  university  doc¬ 
tors.  At  last  ominous  tones  in  the  trombones  and  horns  indicate 
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his  approaching  doom.  He  pays  no  attention  to  them,  how¬ 
ever,  until  hollow  rolls  of  the  drum  announce  his  arrest.  His 
fear  then  is  clearly  indicated.  The  bassoons,  horns,  trombones, 
and  tubas  unmistakably  tell  of  his  death,  and  his  soul  takes 
its  flight  to  twitterings  of  the  flutes.  A  brief  sort  of  in  memo- 
riam  episode  closes  the  music,  as  droll  as  the  tricks  of  its  sub¬ 
ject. 


Thus  Spake  Zarathustra.  Op.  SO 

“  Thus  Spake  Zarathustra,”  though  based  upon  a  philo¬ 
sophical  subject,  is  one  of  the  most  popular  of  the  Strauss 
tone-poems,  perhaps  because  it  has  been  heard  more  fre¬ 
quently  than  the  others.  It  was  inspired  by  a  “  prose  poem  ” 
of  the  same  name,  written  by  Friedrich  Nietzsche.  The 
details  of  the  philosophical  story  of  Zarathustra,  or  Zoroaster, 
as  he  is  more  familiarly  known,  are  too  involved  for  use  in 
this  connection  and  perhaps  are  not  needed  for  enjoyment 
of  the  music,  which  is  very  impressive  and  grows  upon  the 
listener  by  successive  hearings.  Strauss  has  liberally  anno¬ 
tated  his  score  with  the  headings  of  chapters  in  the  Nietzsche 
text. 

The  work  opens  with  a  stately  theme  in  trumpets  leading 
to  a  powerful  climax  in  full  orchestra  and  organ  which  is  the 
most  impressive  feature  of  the  tone-poem.  Then  follow  new 
themes  under  the  headings  of  “Back  World’s  Men”  and 
“  Great  Longing,”  the  music  descriptive  of  Zarathustra’s  “  go¬ 
ing  down  ”  to  teach  the  doctrine  of  the  Overman  and  the 
“  Longings  ”  of  those  in  the  Back  World  for  higher  things. 
Another  theme,  given  out  by  the  violins,  sings  of  their  “  De¬ 
lights  and  Passions,”  followed  by  the  “  Grave  Song”  —  a  ten¬ 
der  melody  in  the  oboe  which  is  worked  up  in  conjunction 
with  the  “  Longings  ”  theme.  The  despair  of  science  is  treated 
as  a  fugal  episode  based  upon  the  opening  motive,  followed 
by  furious  and  at  times  dissonant  outbursts  in  the  full  orches¬ 
tra.  An  episode,  “  The  Convalescent,”  is  devoted  to  an  opti¬ 
mistic  view  of  humanity.  This  is  followed  by  the  jubilations 
of  the  Overman  expressed  in  the  “  Dance  Song,”  which  is  any- 
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thing  but  terpsichorean  in  character.  “To  the  general”  it 
must  be  caviar.  At  last  twelve  strokes  of  the  bell  usher  in  the 
Song  of  the  Night  Wanderer”  and  a  short  passage  —  the 
very  spirit  of  perplexity  and  doubt — being  set  in  two  keys, 
involving  a  mysterious  discord,  closes  this  extraordinary  music 
which  illlustrates  such  vague  and  mystic  philosophical  grop- 
ings. 


Don  Quixote.  Op.  85 

“  Don  Quixote  ”  is  absolute  program-music  and  program- 
music  run  wild  in  which  Strauss  has  well-nigh  exhausted  the 
ordinary  orchestral  effects  and  invented  new  ones.  It  is  writ¬ 
ten  in  variation  form  and  personal  motives  are  assigned  to 
Don  Quixote,  in  the  ’cello,  and  to  Sancho  Panza,  in  the  viola, 
the  first  appearing  in  the  introduction  which  describes  knightly 
feeling  and  the  hero’s  resolve  to  become  a  knight.  But  as  Don 
Quixote  pursues  his  studies  of  chivalry  and  realizes  the  duties 
as  well  as  the  pleasures  it  entails,  he  turns  out  a  madman  as 
explained  by  the  most  incoherent  of  dissonances. 

His  journey  now  begins  and  a  series  of  pictures  describ¬ 
ing  his  adventures  follows,  in  variation  form.  It  first  depicts 
his  attack  upon  the  windmills,  the  rushing  of  the  air  rep¬ 
resented  in  violin  trills  and  strange  wood  wind  effects,  and 
-his  own  downfall  in  the  wood  winds  emphasized  in  the  ever- 
useful  kettle-drums.  In  the  second  he  makes  his  furious 
onslaught  upon  the  herd  of  sheep  whose  frightened  bleating 
is  clearly  discernible  in  the  muted  brasses.  The  third  noisily 
tells  of  the  dispute  of  the  knight  and  his  squire  over  chivalry. 
In  the  fourth  we  behold  him  making  his  attack  upon  the 
pilgrims  as  they  chant  their  ecclesiastical  music,  mistaking 
them  for  robbers.  The  fifth  and  sixth  tell  of  his  longings  for 
his  Dulcinea  and  the  trick  which  Sancho  plays  upon  him  by 
pointing  out  a  homely  peasant  woman  as  the  real  object  of 
his  raptures.  In  the  seventh  occurs  the  absurd  episode  of 
the  supposed  journey  of  the  Don  and  his  squire  through  the  air, 
the  wind  effect  being  made  in  harp,  kettle-drum,  flutes,  and 
an  ingenious  wind  machine.  The  eighth,  a  Barcarole,  describes 
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the  ride  to  the  enchanted  beat,  and  the  ninth  his  encounter 
with  the  two  priests.  In  the  tenth  he  has  his  last  adventure 
with  the  Knight  of  the  White  Moon,  which  ends  his  knightly- 
career.  In  the  Finale  his  reason  returns,  but  a  shiver  in  the 
violins  tells  of  his  rapidly  approaching  death.  It  is  fol¬ 
lowed  by  strange  harmonies,  and  at  last  the  ’cello  marks  the 
end  of  his  follies  and  of  his  life. 


Ein  Iieldenleben.  Op.  4-0 

“  Ein  Heldenleben  ”  (“  A  Hero-Life  ”)  was  first  performed 
at  Frankfort,  March  3,  1899.  It  tells  the  story  of  a  hero, 
his  struggles  with  mankind,  with  love,  with  the  enemy  on  the 
battle-field,  his  development  of  high  thought,  his  intellectual 
and  peaceful  achievements,  and  at  last  his  departure  from  the 
world. 

There  is  no  introduction.  The  opening  theme,  horn  and 
strings,  describes  the  characteristics  of  the  hero,  and  other 
motives  referring  to  attributes  of  his  nature  also  appear  and 
are  worked  up  to  an  impressive  climax.  The  contests  with 
his  fellow-men  are  depicted  in  a  genuine  illustration  of  philos¬ 
ophy  and  ethics  in  music.  The  love-music  is  charming  through¬ 
out  and  closes  with  a  duet  in  violin  and  oboe.  The  fourth  sec¬ 
tion  of  the  work  describes  the  clash  and  fury  of  battle,  which 
concludes  with  a  splendid  song  of  victory  whose  pealing  har¬ 
mony  is  fairly  majestic.  Then  follows  the  hero’s  peace  con¬ 
quests  in  which  the  composer  has  introduced  themes  from 
nearly  all  his  tone-poems,  his  opera  “  Guntram,”  and  some  of 
his  songs.  The  last  section  relates  to  the  hero’s  passage  from 
this  world,  preluded  with  reminiscences  and  closing  with  a 
mighty  outburst  in  the  whole  orchestra  —  fit  tribute  to  the 
passing  of  a  hero.  The  work  is  grand  in  its  conception  and 
treatment,  and  in  some  passages  rises  to  inspiration. 


Sinfonia  Domestica 

“  Sinfonia  Domestica  ”  (“  Domestic  Symphony  ”)  describes 
a  day  in  family  life.  It  contains  three  themes,  one  for  the 
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father,  one  for  the  mother,  and  one  for  the  child,  and  sub¬ 
sidiary  themes  are  accepted  as  representing  “  the  sisters, 
the  cousins,  and  the  aunts.”  It  is  a  far  step  downwards 
from  “  Zarathustra  ”  and  “  Heldenleben,”  and  has  not  even 
the  dignity  of  “  Don  Quixote  ”  in  the  sheep  episode,  or  the  air 
ride.  It  lacks  both  quality  and  dignity.  A  great  conductor,  to 
whom  Strauss  sent  this  work,  and  who  had  introduced  most  of 
his  tone-poems  in  America,  made  to  the  author  the  pertinent 
criticism  that  a  composer  should  never  intrude  his  personality 
or  his  domestic  affairs  upon  the  public.  He  should  have 
remembered  Schumann’s  words :  “  A  composer  must  not  show 
his  heart  to  the  public.” 


Symphonic  Fantasia,  From  Italy.  Op.  16 

“  From  Italy,”  the  first  of  Strauss’  orchestral  tone-poems, 
was  written  in  1886,  after  the  composer  had  made  a  visit 
to  Rome.  It  is  divided  into  four  movements:  1.  “On  the 
Campagna.”  2.  “  Amid  Rome’s  Ruins.”  3.  “  On  the  Shore 
of  Sorrento.”  4.  “Neapolitan  Folk  Life.”  The  opening 
movement  describes  the  solitude  of  the  Campagna,  with  inci¬ 
dental  allusions  to  historical  events  of  which  it  has  been  the 
scene.  After  a  somewhat  extended  introductory  passage  a 
theme  is  given  out  by  the  first  violins  and  ’cellos,  with  accom¬ 
paniment  in  clarinet,  bassoon,  and  horn,  with  figures  in  the 
second  violins  and  violas,  and  chords  in  harp.  After  devel¬ 
opment  the  clarinet  takes  the  theme,  with  responses  in  horn 
and  bassoon,  the  movement  dying  away  softly.  The  com¬ 
poser  has  given  this  additional  program  note  to  the  second 
movement:  “Fantastic  pictures  of  vanished  splendor.  Feel¬ 
ings  of  sadness  and  longing  in  the  midst  of  brightest  surround¬ 
ings.”  It  is  constructed  in  sonata  form  with  two  themes.  In 
the  opening,  the  strings  give  out  chords  sustained  against  a 
figure  in  the  trumpets,  which  constitutes  the  principal  theme  of 
the  movement.  Following  the  development  the  first  violins  have 
a  fresh  melody,  which  is  worked  up  in  the  strings  and  wood 
winds,  leading  to  a  fortissimo  chord  in  full  orchestra,  inter- 
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rupted  by  trombone  and  trumpet,  suggesting  the  opening 
theme.  The  latter  is  then  taken  in  the  ’cellos  and  extends  to 
full  orchestra,  and  is  developed,  the  movement  ending  with 
a  recapitulation  of  the  first  and  second  themes.  The  third 
movement  is  absolutely  free  in  its  construction,  and  evi¬ 
dently  is  intended  for  a  description  of  the  sea  rippled  by  the 
wind.  It  is  scored  almost  entirely  for  the  strings,  against 
which  are  heard  boat  songs  and  bits  of  melody  in  the  wood 
winds.  The  last  movement  is  a  gay  Allegro,  opening  with 
clashes  of  cymbals.  It  is  constructed  mainly  upon  a  Neapol¬ 
itan  folk  song,  given  out  in  the  violas  and  ’cellos  with  horn  and 
bassoon  accompaniment,  the  brasses  and  kettle-drums  accent¬ 
ing  the  time.  Another  theme  follows  in  the  first  violins  and 
’cellos,  after  the  development  of  which  the  folk  song  reappears 
in  the  bassoon,  then  passes  to  English  horn,  and  thence  to 
first  and  second  violins,  flute,  and  oboe.  After  its  develop¬ 
ment  the  Coda  closes  the  work  with  suggestions  of  the  folk 
song. 


SUIv 


1874- 

Suite,  Ein  Marchen 

THE  suite  “ Ein  Marchen/’  by  Josef  Suk,  is  based  upon  a 
play  entitled  “  Dramatic  Legend,”  by  the  Bohemian  poet 
Zeyer,  the  suite  being  arranged  from  incidental  music  to  the 
drama.  The  first  movement  (“  Love  and  Grief  of  the  Royal 
Children  ”)  opens  with  a  short  introduction,  leading  to  the 
first  motive,  which  pictures  the  love  of  the  royal  daughter  for  a 
prince,  and  closing  with  a  second  theme  illustrating  the  happi¬ 
ness  of  the  children.  The  romance  itself  begins  with  a  melody 
in  the  first  violin,  the  happy  love  motive.  In  the  second 
part  of  the  movement  the  muted  horns  tell  of  the  death  of  the 
Prince’s  father  and  the  mournful  character  of  the  situation 
is  further  described  in  the  violins  and  violas.  The  horn  motive 
returns  and  a  climax  is  reached,  after  which  the  first  love 
motive  is  repeated,  a  solo  for  violin  closing  the  movement. 

The  second  movement  (“Intermezzo  —  Folk  Dance”)  is 
based  entirely  upon  a  Slavic  Folk  Dance  and  Folk  Song.  The 
third  movement  (“  Inteiunezzo  —  Funeral  Music”)  describes 
the  funeral  of  the  Prince’s  father.  It  begins  with  a  chorale 
effect  leading  to  the  funeral  march,  which  opens  in  the  wood 
winds  and  horns,  reinforced  in  ’cellos  and  violins.  Both  the 
chorale  and  funeral  march  are  repeated,  after  which  there  is 
a  return  of  the  introductory  motive,  leading  again  to  the 
march  pianissimo.  The  movement  closes  with  the  chorale 
passage. 

The  last  movement  (“Queen  Runa’s  Curse  —  Triumph  of 
Love  ”)  opens  with  the  motive  of  the  evil  queen,  mother  of  the 
princess,  followed  by  the  curse  motive.  Extensive  development 
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of  earlier  motives  follows,  illustrating  the  conflict  between  the 
good  and  evil  motives,  ending  in  the  triumph  of  the  happy  love 
motive,  followed  by  the  Princess’  love  motive.  The  climax  tells 
of  the  triumph  of  love.  After  further  development,  the  solo 
violin,  pianissimo,  ends  the  romance. 


SVENDSEN 


1840- 


Symphony  No.  1,  in  D  Major 

1.  Molto  allegro. 

2.  Andante. 

3.  Allegretto  scherzando. 

4.  Maestoso.  Allegro  assai  con  fuoco. 


HE  first  of  Svendsen’s  two  symphonies  is  the  one  most 


X  frequently  performed.  It  opens  with  a  brilliant  theme 
in  full  orchestra,  in  dance  rhythm.  The  second  theme,  in 
strong  contrast,  is  given  out  in  the  wood  winds  and  repeated 
in  the  violins.  After  a  somewhat  abrupt  close,  the  whole  first 
part  is  repeated.  The  free  fantasia  begins  in  the  flute,  with 
tremolo  accompaniment  in  the  violins,  and  a  brilliant  develop¬ 
ment  closes  the  movement. 

The  second  movement  is  romantic  in  character,  opening  with 
a  graceful  melody  in  the  first  violins  with  accompaniment  in 
the  remaining  strings.  After  brilliant  development  it  returns 
as  a  horn  solo,  strings  pizzicato,  and  next  appears  in  the  vio¬ 
lins  and  oboes  with  accompaniment  of  flutes  and  clarinets. 
The  second  theme  is  introduced  in  the  strings,  the  wood  winds 
accompanying  in  counter  subjects. 

The  third  movement  is  marked  by  the  dance  spirit.  Theme 
after  theme  of  a  sparkling,  dancing  character  appears  and 
leads  up  to  a  climax  which  engages  the  brasses.  As  the  climax 
subsides,  the  first  theme  reappears,  followed  by  the  others  in 
brilliant  recapitulation  and  treatment.  The  fourth  movement 
begins  with  a  short  introduction  on  a  theme  which  later  be¬ 
comes  the  regular  second  theme.  The  whole  movement  is  based 
upon  Scandinavian  songs,  which  are  worked  up  brilliantly  in  a 
climax  at  the  close. 


TCHAIKOVSKY 


1840-  189S 


Symphony  No.  2  in  C  Minor.  Op.  17 


1.  Allegro  vivo. 

2.  Andantino  marciale. 


3.  Scherzo. 

4.  Moderato  assai. 


CHAIKOVSKY’S  Second  Symphony,  sometimes  called  the 


1  “Little  Russian  Symphony,”  was  written  in  1872,  and 
was  first  performed  in  Moscow.  It  is  considered  the  most 
national  of  all  this  composer’s  works,  as  it  is  based  largely 
upon  Russian  themes.  After  a  long  introduction,  founded 
upon  a  melody,  elegiac  in  style,  the  main  part  of  the  move¬ 
ment  begins  with  a  theme  given  out  by  the  violins,  accompa¬ 
nied  by  the  remaining  strings,  which,  after  development  in  full 
orchestra,  leads  to  a  second  theme  in  oboe,  accompanied  by 
clarinets  and  bassoons,  then  passing  to  the  violas  and  ’cellos 
with  a  counter  theme  in  violins.  After  a  short  free  fantasie 
the  recapitulation  begins,  closing  with  the  Coda  and  bits  of 
the  beautiful  melody  of  the  introduction. 

The  second  movement  opens  in  the  kettle-drums  which  fur¬ 
nish  an  accompaniment  to  the  first  theme,  borrowed  from  a 
march  in  the  composer’s  unpublished  opera,  “  Undine,”  and 
stated  in  the  clarinets  and  bassoons.  The  first  violins  furnish 
the  second  theme,  repeated  by  bassoons  and  ’cellos.  The  two 
themes  are  beautifully  elaborated,  and  the  movement  closes 
with  the  kettle-drum  beats  which  began  it. 

The  first  violins  have  the  opening  theme  of  the  Scherzo', 
followed  by  a  chromatic  passage  in  second  violins  and  violas, 
which  leads  to  the  second  theme  in  the  first  violins.  After  its 
embellishment  and  the  return  of  the  first  theme  the  Trio  fol¬ 
lows,  based  on  a  theme  in  wood  winds  and  horns,  most  elab- 
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orately  worked  up.  The  movement  ends  with  a  repetition  of 
the  Scherzo  and  Coda. 

The  Finale  is  exceedingly  brilliant.  Its  first  theme,  a  little 
Russian  song  called  “  The  Crane,”  is  given  out  in  the  first  vio¬ 
lins,  followed  by  a  second  original  theme,  also  in  violins.  These 
two  themes,  the  first  being  mainly  dominant,  are  beautifully 
worked  up  to  a  powerful  climax,  the  symphony  closing  with  a 
Coda  full  of  vitality  and  brilliancy. 


Symphony  No.  ]{.,  in  F  Minor.  Op.  86 

1.  Andante  sostentjto.  Moderato  con  anima. 

2.  Andantino  in  modo  de  canzona. 

3.  Scherzo.  Pizzicato  ostinato. 

4.  Finale.  Allegro  con  fuoco. 

The  Fourth  Symphony  was  written  in  1878,  and  was  re¬ 
garded  by  Tchaikovsky  as  his  finest  work.  It  stands  almost 
alone  in  that  composer’s  music  for  its  humorous  characteristics, 
which  are  all  the  more  strange  when  it  is  considered  he  was 
mentally  depressed  while  writing  it.  The  first  movement  opens 
with  a  somewhat  stately  introduction,  at  the  close  of  which  the 
first  theme  enters  in  the  first  violins  and  ’cellos  to  the  accom¬ 
paniment  of  the  other  strings  and  horns.  After  a  vigorous 
development,  a  quiet  passage  occurs,  leading  to  a  subsidiary 
plaintive  theme  in  the  clarinets,  after  which  the  second  theme 
enters  in  the  ’cellos.  It  is  not  long,  however,  before  the  first 
theme  is  heard  again  and  it  soon  assumes  the  chief  importance. 
This  section  is  most  elaborately  worked  up,  and  the  movement 
finally  comes  to  a  close  with  the  utmost  vigor  and  brilliancy. 

In  the  second  movement,  one  of  the  most  fascinating  Tchai¬ 
kovsky  ever  wrote,  the  canzona,  or  song,  is  given  out  by  the 
oboe,  accompanied  by  the  strings  pizzicato.  The  song  is  next 
taken  up  by  the  ’cello  with  accompaniment  of  wood  winds, 
horns,  and  basses.  It  next  passes  to  the  strings,  the  accom¬ 
paniment  continually  growing  fuller  and  richer  until  a  strong 
climax  is  reached.  The  bassoons  and  ’cellos  now  take  the  song 
in  unison,  the  former  soon  followed  by  the  violins,  the  flutes  and 
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clarinets  furnishing  a  graceful  accompaniment.  After  a  brief 
episode  the  violins  once  more  take  up  the  song,  followed  by 
one  group  of  instruments  after  another  until  the  beautiful 
melody  dies  away  in  the  bassoons. 

The  third  movement  is  unique  for  its  pizzicato  string  accom¬ 
paniment  which  runs  through  the  whole  movement  whenever 
the  strings  are  playing.  When  they  are  not,  the  same  effect  is 
produced  by  the  wood  winds  and  brasses.  The  opening  theme 
is  most  brilliant,  and  is  given  out  by  the  violins.  The  second 
is  slower  and  is  stated  in  the  oboes  and  bassoons.  After  its 
statement  the  clarinets  take  the  theme  faster,  accented  by  the 
piccolos  and  accompanied  by  the  brasses.  Then  the  first  theme 
returns  in  the  first  violins,  alternating  with  the  wood  winds. 
The  second  theme  is  touched  upon  once  more,  after  which 
the  movement  closes  pianissimo. 

The  Finale  is  a  brilliant  Allegro.  The  full  orchestra  gives 
out  the  first  theme,  quickly  followed  by  the  second  in  the  wood 
winds.  After  the  repetition  of  the  first  the  third  is  stated  in 
the  full  orchestra.  The  movement  is  devoted  to  the  develop¬ 
ment  of  these  three  themes,  and  in  the  treatment  the  effect 
runs  from  double  fortissimo  to  pianissimo,  the  movement  com¬ 
ing  to  its  close  with  a  crescendo  of  tremendous  energy. 


Symphony  No.  5,  in  E  Minor.  Op.  6J/. 

1.  Andante.  Allegro  con  anima.  3.  Valse. 

2.  Andante  cantabjxe.  4.  Finale. 

The  Fifth  Symphony  was  written  in  1887,  and  reflects  one 
of  the  sad  moods  of  the  composer.  The  introduction  is  based 
upon  an  exceedingly  sombre  theme  which  is  prominent  through 
most  of  the  work.  It  leads  to  an  Allegro  which  is  more  ani¬ 
mated  in  character  and  is  based  upon  two  subjects,  one  of 
them  melancholy  in  color  but  the  other  bright  and  vigorous, 
after  their  development,  however,  the-  sombre  theme  of  the 
introduction  reappears,  finally  dying  away  in  the  bassoons. 

The  second  movement  is  in  the  form  of  a  romance,  the  mel- 
pdy  being  given  out  by  solo  horn,  then  passing  to  ’cello  and 
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afterwards  to  the  strings.  The  theme  is  one  of  exceptional 
beauty  and  is  followed  by  new  themes  for  oboe  and  clarinet,  the 
development  of  which  is  serious  in  character,  leading  to  a  tre¬ 
mendous  climax,  the  whole  orchestra  joining  in  the  opening 
theme.  The  second  part  of  the  movement  is  based  upon  the 
same  themes  and  works  up  to  a  similar  climax,  the  theme 
returning  fitfully,  the  movement  closing  with  a  Coda  based 
upon  the  second  theme. 

In  place  of  the  conventional  Scherzo  the  composer  has  given 
us  a  very  graceful  and  poetical  waltz  based  upon  two  themes, 
its  flow  being  interrupted  occasionally  by  the  reentrance  of 
the  principal  theme  of  the  first  movement. 

The  Finale  has  a  long  introduction  in  which  the  principal 
theme  is  heard  again.  After  being  worked  up  to  a  grand  cres¬ 
cendo  it  disappears.  After  an  impetuous  subsidiary  theme  is 
developed  the  second  theme  is  given  out,  first  in  the  wood 
winds  and  then  in  the  violins.  From  this  point  to  the  close 
these  two  themes  are  treated,  but  the  ominous  theme  of  the 
introduction  is  continually  prominent.  The  situation  clears  up 
at  last,  however,  and  the  symphony  ends  with  a  vigorous 
climax. 


Symphony  No.  6,  in  B  Minor  ( Pathetique ).  Op. 

1.  Adagio.  Allegro  nos  troppo. 

2.  Allegro  con  grazia. 

3.  Allegro  molto  vivace. 

4.  Finale.  Adagio  lamentoso. 

t 

The  Sixth  Symphony,  which  the  composer  named  the  “Pa¬ 
thetic”  after  its  first  performance,  was  written  in  1893.  He 
left  no  program  for  it.  Indeed,  he  wrote  to  a  friend  that  the 
program  must  remain  a  riddle  to  every  one,  and  to  the  same 
friend :  “  I  love  it  as  I  have  never  loved  any  other  of  my 
musical  creations.” 

The  first  movement  opens  with  an  introduction  in  which 
one  of  the  figures  of  the  first  theme  is  given  out  by  the  bassoons 
against  a  droning  bass  and  most  ingeniously  worked  up.  The 
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second  theme  is  a  melody  which  is  developed  quietly  and 
slowly.  As  it  ceases  the  powerful  first  theme  returns  and  is 
developed  with  furious  energy.  As  the  storm  dies  away,  the 
beautiful  second  theme  returns  and  the  movement  closes  in 
the  quietest  of  pianissimos. 

The  second  movement  is  in  striking  contrast  with  the  first. 
It  has  little  of  the  conventional  Scherzo  character,  as  it  is 
set  to  the  dance  rhythm,  the  principal  theme  being  given  out 
by  the  ’cellos  with  pizzicato  accompaniment  in  the  strings  and 
alternating  chords  in  the  wood  winds  and  horns.  The  second 
theme  is  of  a  plaintive  sort,  but  it  is  soon  replaced  by  the 
sparkling  first,  and  the  movement  ends  placidly  and  cheerfully. 

The  third  movement  opens  with  a  truly  vivacious  theme 
alternately  taken  in  the  strings  and  wood  winds.  The  strings 
finally  usurp  the  theme  and  the  wood  winds  develop  a  counter 
theme.  The  contest  between  these  two  at  last  ends  in  a  grand 
march  movement,  introduced  in  the  brasses  and  gradually  taken 
up  in  the  whole  orchestra  with  magnificent  power  and  almost 
barbaric  effect. 

The  last  movement.  Adagio  lamentoso,  is  well  named.  It  is 
the  apotheosis  of  sorrow  and  despair.  Few  composers  would 
have  the  courage  to  end  a  symphony  with  an  Adagio,  still 
fewer  with  an  Adagio  so  gloomy  that  it  has  been  called  “  suicide 
music.”  It  has  no  regular  form  and  well-nigh  defies  analysis. 
It  is  a  succession  of  mournful  outcries,  despairing  laments,  and 
wretched  hopelessness,  and  yet  is  worked  up  with  great  dra¬ 
matic  power.  Its  intensity  is  tragic.  It  is  a  relief  when  its 
last  measures  die  away  pianissimo. 


Symphony  after  Byron’s  Manfred.  Op.  58 

1.  Manfred  is  wandering  about  in  the  Alps. 

2.  The  Spirit  of  the  Alps  appears. 

3.  Pastorale. 

4.  The  Underground  Palace  of  Arimanes. 

“  Manfred,”  described  as  “  a  symphony  in  four  scenes,”  was 
written  in  1884.  Its  scenes  are  based  upon  Byron’s  “Man- 
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fred  ”  but  in  the  denouement  the  composer’s  hero  evidently  is 
reconciled  to  heaven  and  does  not  die  rebellious.  The  first 
movement  opens  with  a  theme  which  dominates  the  whole 
symphony,  given  out  by  bassoons  and  bass  clarinet,  and  typical 
of  Manfred’s  wretchedness  and  anguish  of  soul.  The  second 
mournful  phrase,  bassoons,  horns,  oboe,  and  clarinets,  repre¬ 
sents  his  appeal  for  forgetfulness.  Then  ensue  sinister,  fore¬ 
boding  passages,  broken  figures,  and  weird  effects  descriptive 
of  his  futile  incantations  and  interwoven  with  them  the  mourn¬ 
ful  love  subject,  recalling  the  lost  Astarte. 

The  second  movement,  which  may  stand  for  the  Scherzo,  is 
almost  entirely  devoted  to  Manfred’s  invocation  of  the  Spirit 
of  the  Alps,  and  is  a  most  charming  piece  of  nature-painting  in 
music.  The  music  vividly  paints  the  rush  of  the  water  over 
the  rocks,  the  reflection  of  the  sunlight,  the  appearance  of  the 
rainbow,  and  at  last  the  vision  of  the  Spirit,  singing  her 
fascinating  song,  first  violins  with  harp  accompaniment.  The 
pastoral  movement  which  follows  is  equally  restful  and  beau¬ 
tiful,  but  amid  its  quiet  harmonies  is  heard  the  gloomy  motive 
which  represents  Manfred  as  well  as  his  motive  of  longing  for 
forgetfulness. 

The  second  and  third  scenes  are  gratefully  restful  after 
the  gloom  of  the  first  and  fourth  scenes.  The  opening  theme 
of  the  final  scene  suggests  Manfred’s  invocation.  Suddenly 
•the  shrill  trills  of  the  strings  and  wood  winds  and  the  weird 
tones  of  the  brasses  and  cymbals  mark  the  beginning  of  the 
Spirit’s  orgy  in  which  Manfred  is  a  participant.  The  orgy 
becomes  a  veritable  delirium,  and  after  its  close  the  motives  of 
invocation  and  despair  as  well  as  of  Astarte  follow  each  other 
and  at  last  are  united  with  impressive  power.  A  reference  is 
made  to  the  “  Dies  Iras  ”  with  organ  accompaniment.  Man¬ 
fred’s  death  follows  after  a  powerful  climax. 


Symphonic  Fantasia,  The  Tempest.  Op.  18 

The  “Tempest”  Fantasia,  one  of  Tchaikovsky’s  earlier 
works,  was  written  in  1872  and  is  dedicated  to  M.  Stassov,  who 
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suggested  Shakespeare’s  “Tempest”  as  a  subject  for  musical 
description.  The  program  furnished  by  Stassov  is  as  follows : 
“  The  sea.  Ariel,  spirit  of  the  air,  raising  a  tempest  at  the  bid¬ 
ding  of  the  magician  Prospero.  Wreck  of  the  vessel  conveying 
Ferdinand.  The  enchanted  isle.  The  first  shy  awakening 
of  love  between  Ferdinand  and  Miranda.  Ariel.  Caliban.  The 
enamored  pair  give  themselves  up  to  the  magic  of  love.  Pros¬ 
pero  divests  himself  of  his  power  of  enchantment  and  quits 
the  island.  The  sea.”  The  program  so  exhaustively  states 
the  contents  of  the  fantasia  that  a  detailed  analysis  seems 
unnecessary.  The  sea,  both  in  calm  and  storm,  is  forcibly  de¬ 
scribed.  The  Ariel  theme,  which  is  graceful  and  sprightly, 
dominates  the  fantasia  throughout,  and  contrasts  strongly  with 
the  heavy,  ungraceful  figure  with  which  the  ’cellos  and  basses 
represent  Caliban,  and  the  impressive  and  sombre  one  which 
does  the  same  service  for  Prospero.  Although  in  a  letter  to 
Stassov  the  composer  writes  that  nothing  could  have  suited 
him  better,  that  he  was  full  of  enthusiasm  and  could  think  of 
nothing  else,'  the  work  falls  below  the  standard  of  his  subse¬ 
quent  dramatic  efforts,  notably  “Francesca  da  Rimini,”  which 
shortly  followed  it. 


Orchestral  Fantasia ,  Francesca  da  Rimini.  Op.  32 

The  Fantasia  “Francesca  da  Rimini,”  based  upon  passages 
from  the  fifth  canto  of  Dante’s  “  Inferno,”  was  written  in 
1876.  It  was  first  conceived  as  an  opera,  but  the  plan  was 
abandoned  when  the  librettist  imposed  certain  unsatisfactory 
conditions.  Impressed  by  his  reading  of  the  canto,  however, 
and  inspired  in  some  degree  by  Gustav  Dore’s  drawings,  the 
composer  decided  not  to  abandon  the  subject  altogether,  and 
cast  his  music  in  the  form  of  a  fantasia,  appending  the  follow-  • 
ing  program  to  his  score: 

“Dante  arrives  in  the  second  circle  of  hell.  He  sees  that  here 
the  incontinent  are  punished,  and  their  punishment  is  to  be  continu¬ 
ally  tormented  by  the  crudest  winds  under  a  dark  and  gloomy  air. 
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Among  these  tortured  ones  he  recognizes  Francesca  da  Rimini,  who 
tells  her  story. 

“  .  .  There  is  no  greater  pain  than  to  recall  a  happy  time  in 

wretchedness;  and  this  thy  teacher  knows.  But  if  thou  hast  such 
desire  to  learn  the  first  root  of  our  love,  I  will  do  like  one  who  weeps 
and  tells. 

“  ‘  One  day,  for  pastime,  we  read  of  Lancelot,  how  love  constrained 
him.  We  were  alone,  and  without  all  suspicion.  Several  times  that 
reading  urged  our  eyes  to  meet,  and  changed  the  color  of  our  faces. 
But  one  moment  alone  it  was  that  overcame  us.  When  we  read  of  how 
the  fond  smile  was  kissed  by  such  a  lover,  he,  who  shall  never  be 
divided  from  me,  kissed  my  mouth  all  trembling.  The  book,  and  he 
who  wrote  it,  was  a  Galeotto.  That  day  we  read  in  it  no  farther.’ 

“  While  the  one  spirit  thus  spake,  the  other  wept  so  that  I  fainted 
with  pity,  as  if  I  had  been  dying;  and  fell,  as  a  dead  body  falls.” 

The  fantasia  opens  Andante  lugubre,  describing  “  the  crud¬ 
est  winds  under  a  dark  and  gloomy  air  ”  which  greet  Dante 
and  Virgil  as  they  arrive  upon  the  second  circle  and  the  spectral 
figures  they  encounter.  After  this  appalling  picture  is  pre¬ 
sented  there  is  a  lull,  and  horns,  cornet,  and  trombones  give 
out  a  theme  announcing  the  meeting  with  Francesca  and  Paolo. 
The  episode  is  very  tender  and  at  the  same  time  passionate. 
A  short  recitative  leads  to  the  second  section  of  the  fantasia, 
Andante  cantabile  non  troppo.  After  the  theme  of  the  first 
section  a  beautiful  melody  is  given  out  by  English  horn  and 
harps,  evidently  suggesting  the  relation  of  Francesca’s  meet¬ 
ing  with  Paolo  and  her  sudden  love.  It  is  interrupted  by  the 
reappearance  of  the  spectral  forms,  and  the  lovers  are  lost  in 
the  horrible  storm  which  breaks  out  afresh,  above  which,  how¬ 
ever,  is  heard  the  love-song  of  Francesca. 


Suite  No.  1.  Op.  JjS 

The  first  of  Tchaikovsky’s  suites  was  written  in  1880,  and  as 
originally  constructed  consisted  of  five  movements:  1.  Intro¬ 
duction  and  fugue;  2.  Divertimento;  3.  Intermezzo;  4.  Scherzo; 
5.  Gavotte.  After  its  publication  the  composer  added  another 
movement,  “  Marche  Miniature,”  inserted  between  the  Inter¬ 
mezzo  and  Scherzo.  As  generally  performed  in  the  concert- 
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room,  the  Scherzo  and  Gavotte,  which  are  in  the  usual  form  of 
those  movements,  are  omitted.  The  Introduction  and  fugue, 
scored  for  full  orchestra  without  trombones,  opens  with  a  long, 
animated,  and  melodious  theme,  given  out  by  bassoons,  accom¬ 
panied  in  the  muted  strings,  and  then  passes  to  all  the  violins 
with  wind  instrument  accompaniment.  After  the  development 
of  this  material  a  fugue  follows,  opened  in  first  oboe,  first 
clarinet,  and  second  violin,  with  responses  in  second  oboe,  sec¬ 
ond  clarinet,  and  violas.  The  fugue  is  simply  constructed, 
and  its  episodes  bring  the  movement  to  a  close. 

The  second  movement.  Divertimento,  opens  with  a  quaint 
theme  in  clarinet,  followed  by  a  passage  in  full  orchestra  and 
kindred  passages  in  the  wood  winds,  with  pizzicato  string 
accompaniment.  The  second  section  opens  with  an  extended 
melody  for  oboe,  accompanied  by  strings,  passing  to  the  horns. 
The  development  of  this  material,  with  a  return  to  the  first 
theme,  closes  the  Divertimento. 

The  Intermezzo  is  the  favorite  number  of  the  suite  by  reason 
of  its  melodious  character.  The  first  subject  is  announced  in 
first  violins,  violas,  bassoon,  and  flute,  with  accompaniment  of 
strings  and  horns.  After  repetition,  the  second  theme  appears 
in  a  kind  of  duet  for  ’cellos  and  bassoon  with  pizzicato  accom¬ 
paniment.  It  next  appears  in  the  violins,  violas,  and  ’cellos 
with  contrapuntal  accompaniment  in  the  wood  winds.  The 
leading  theme  and  duet  are  repeated  and  gradually  lead  back 
to  the  first  theme,  which  is  worked  up  to  an  intense  climax. 
A  Coda,  based  upon  fragments  of  the  first  theme,  closes  the 
movement. 

The  “  Marche  Miniature  ”  is  a  fantastic  number,  both  in  its 
scoring  and  the  instruments  employed,  which  are  the  piccolo, 
flutes,  oboes,  clarinets,  violins,  triangle,  and  bells.  In  the 
opening,  the  theme  is  given  out  by  the  piccolo,  with  pizzicato 
string  accompaniment.  It  then  passes  to  the  flute.  An  episode 
appears  in  the  strings  and  bells.  The  development  of  the 
main  theme  and  the  quaintness  of  the  accompaniment  impart 
a  strange  fascination  to  the  music,  which  closes  with  a  repetition 
of  the  principal  subject. 
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Suite  No.  8.  Op.  55 

The  Suite  No.  3  was  written  in  1884,  the  same  year  in  which 
the  composer’s  “  Manfred  ”  Symphony  was  produced.  It  is  in 
four  movements,  viz. :  1.  “  Elegie  ” ;  2.  “  Valse  Melancholique  ” ; 
3.  “Scherzo”;  4.  “Tema  con  Variazione.”  The  Elegie  and 
Valse  are  scored  for  full  orchestra,  and  the  Scherzo  further 
employs  triangle,  drum,  and  tambourine.  The  Elegie  and  Valse 
are  regular  in  form,  but  of  a  peculiarly  emotional  and  im¬ 
pressive  character,  and  are  scored  with  the  composer’s  extraor¬ 
dinary  mastery  of  orchestral  technique.  The  Scherzo  is  in 
the  usual  scherzo  form  and  does  not  call  for  special  analysis. 
The  “  Theme  and  Variations”  is  the  masterpiece  of  the  suite. 
The  theme  is  given  out  by  the  first  violins  with  detached  chord 
accompaniment.  The  variations  are  twelve  in  number.  The 
first  is  opened  by  the  strings  in  unison.  The  second  is  also  for 
all  the  strings  in  unison,  with  a  light,  tripping  accompaniment 
by  the  other  instruments.  In  the  third  the  melody  is  given  to 
the  first  flute  in  the  first  and  third  sections.  In  the  second 
section  the  second  clarinet  has  the  melody,  accompanied  by  the 
other  reeds.  The  fourth  introduces  a  change  of  theme  for  full 
orchestra.  The  second  section  of  the  theme  is  also  for  full 
orchestra.  The  fifth  treats  of  the  theme  contrapuntally.  The 
sixth  gives  the  theme  in  the  form  of  quaver  triplets.  The 
seventh  presents  it  in  a  stately  chorale.  In  the  eighth  it  is 
taken  by  English  horn  with  string  accompaniment.  In  the 
ninth  it  appears  for  the  violins,  accompanied  by  clarinet  and 
four  horns.  In  the  tenth  it  is  almost  wholly  assigned  to  a  violin 
solo  in  Capriccio  form.  In  the  eleventh  it  is  sustained  by  the 
double  basses  and  bassoon  with  passages  for  other  instruments. 
In  the  twelfth  it  appears  as  a  showy  Polacca,  most  elaborately 
embellished,  which  brings  the  suite  to  a  close. 


Fantasia,  Hamlet.  Op.  67 

The  “Hamlet”  Fantasia  followed  not  long  after  Tchai¬ 
kovsky’s  “  Manfred  ”  Symphony  and  is  fittingly  dedicated  to 


404  THE  STANDARD  CONCERT  GUIDE 


Grieg.  It  opens  with  a  long  introduction,  describing  Hamlet’s 
grief  over  the  death  of  the  King,  in  the  ’cellos  and  violins, 
which  have  a  very  dramatic  theme,  worked  up  to  a  climax, 
and  followed  by  twelve  successive  strokes  in  the  muted  horns, 
representing  the  midnight  hour  and  followed  by  the  ghost 
theme  in  the  horns,  trombones,  tuba,  and  double  basses,  accom¬ 
panied  by  trumpet  calls  and  string  tremolos.  These  lead  up 
to  the  main  section  of  the  fantasia.  The  opening  theme,  sombre 
and  agitated,  represents  Hamlet’s  indecision  and  yet  resolute 
purpose,  and  is  followed  by  the  second  theme,  which  indicates 
the  grace  and  pathos  of  Ophelia,  given  out  by  the  wood  winds 
with  string  accompaniment,  thence  extending  to  the  strings. 
This  is  followed  by  a  march  rhythm  in  the  brasses,  repeated 
in  the  strings  and  wood  winds.  The  first  theme  returns  by  a 
short  transition.  In  the  third  section  of  the  overture  the 
thematic  material  is  worked  up  with  great  intensity,  with  a 
subsidiary  passage  in  oboe,  followed  by  the  second  theme.  The 
Coda  is  long  and  agitated,  and  is  constructed  mainly  upon 
the  second  theme  and  march.  This  is  worked  up  to  a  strenuous 
climax,  after  which  the  first  theme  reappears  and  the  fantasia 
comes  to  a  close,  pianissimo. 


Overture  Fantasia,  Romeo  and  Juliet 

The  Overture  Fantasia,  “  Romeo  and  Juliet,”  one  of  Tchai¬ 
kovsky’s  earlier  works,  was  written  in  1870  and  is  dedicated 
to  his  friend  Balakirev,  the  Russian  composer,  who  suggested 
the  subject  to  him.  When  his  friend  made  the  suggestion,  he 
also  accompanied  it  with  a  program  which  the  composer  fol¬ 
lowed,  and  which  will  serve  for  an  analysis  of  the  wssrk.  It 
was  to  be  in  sonata  form  and  the  scheme  as  follows:  “First, 
an  introduction  of  a  religious  character,  carried  out  by  a 
chorale,  representation  of  Friar  Laurence,  followed  by  an 
Allegro  in  B  minor  (Balakirev  suggesting  most  of  the  tonali¬ 
ties,),  which  is  to  depict  the  enmity  between  the  Montagues 
and  Capulets.  There  is  to  follow  the  love  of  Romeo  and  Juliet 
(second  subject,  the  melodic  passage  assigned  to  English  horn), 
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succeeded  by  the  elaboration  of  both  subjects.  The  so-called 
*  develop/  that  is  to  say,  the  putting  together  of  the  various 
theme  in  various  forms,  passes  over  to  what  is  called  in  tech¬ 
nical  language  the  ‘  recapitulation/  in  which  the  first  theme. 
Allegro,  appears  in  its  original  form,  and  the  love  theme  (D  flat 
major)  now  appears  in  D  major,  the  whole  ending  with  the 
death  of  the  lovers.” 


Suite,  Caisse  Noisette.  Op.  71 

The  ‘‘Caisse  Noisette”  Suite  is  a  fascinating  trifle  as  com¬ 
pared  with  most  of  Tchaikovsky’s  works,  though  it  is  exceed¬ 
ingly  graceful  in  its  style  and  skilful  in  construction.  It  was 
originally  written  as  a  fairy  ballet  in  fifteen  numbers,  and  from 
them  the  composer  arranged  the  suite.  It  is  laid  out  in  three 
parts,  viz.:  1.  “Overture  Miniature.”  2.  “  Danses  Character- 
istique,”  comprising  “Marche,”  “Danse  de  la  Fee  Dragee,” 
“  Trepac,”  “  Danse  Russe,”  “  Danse  Arabe,”  “  Danse  Chinoise  ” 
and  “  Danse  des  Mirlitons.”  3.  “  Valse  des  Fleurs.”  The 
overture,  bright  and  dainty,  is  scored  without  ’cellos  and  double 
basses,  which,  to  a  degree,  determines  its  character.  The  march 
is  divided  into  a  military  theme,  given  by  the  wind  instruments, 
alternating  with  a  second  phrase  given  by  the  strings,  and  a 
middle  movement  which  might  be  called  the  Trio,  and  which 
is  built  up  on  a  similar  exchange  between  flutes  and  violins. 
The  “  Danse  de  la  Fee  Dragee  ”  is  another  bit  of  instrumental 
legerdemain,  at  the  close  of  which  the  fairy  seems  to  dart  out 
of  sight.  The  dance  theme  is  given  to  a  “celeste”  (a  keyed 
instrument  with  steel  tongs  in  the  place  of  wires)  or  a  piano. 
The  “  Russian  Dance  ”  has  all  the  characteristic  monotonous 
swing  which  is  peculiar  to  the  popular  melodies  of  the  Slav. 
The  “  Danse  Arabe  ”  is  not  less  characteristic.  Minor  in  mood, 
the  melody  sings  along  in  thirds  with  those  florid  cadences 
which  are  the  sine  qua  non  of  Arabic  music.  In  utter  contrast 
is  the  following  “  Danse  Chinoise,”  a  kind  of  caricature  which 
seems  to  answer  the  purpose  and  is  given  by  the  piccolo  and 
flute.  “  Les  Mirlitons  ”  is  furnished  with  a  kind  of  “  staccato 
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polka,”  cleverly  worked  up,  while  the  “  Danse  des  Fleurs  ”  is 
a  waltz,  having  in  parts  a  Strauss-like  swing. 


Suite,  Mozartiana 

The  “Mozartiana,”  written  in  1887,  is  the  fourth  of  Tchai¬ 
kovsky’s  orchestral  suites.  In  the  following  note,  appended  to 
the  score,  the  composer  states  its  general  character: 

“  A  large  number  of  the  more  admirable  small  compositions  of 
Mozart,  for  incomprehensible  reasons,  are  very  little  known,  not  alone 
to  the  public,  but  even  to  a  large  proportion  of  musicians.  The 
author  of  the  arrangement  of  the  suite,  having  for  its  title  ‘  Mozarti¬ 
ana,’  desires  to  give  a  new  impulse  to  the  study  of  the  little  master 
works  which  in  succinct  form  contain  incomparable  beauties.” 

To  carry  out  this  scheme  Tchaikovsky  has  arranged  four 
pieces  from  Mozart’s  least  known  works,  a  Gigue,  Minuet, 
Prayer,  and  Theme  and  Variations  for  full  orchestra  except 
heavy  brasses,  which  would  have  been  incongruous,  and  has 
elaborated  them  with  the  highest  skill,  which  changes  them 
from  their  original  graceful  simplicity  into  tone-pictures  full 
of  a  novel  charm  and  color. 


Marche  Slave 

The  “Marche  Slave”  was  written  by  Tchaikovsky  in  1876, 
during  the  war  between  Turkey  and  Servia.  It  opens  with  a 
theme  in  the  bassoons  of  a  somewhat  melancholy  character, 
which  is  soon  changed  by  trumpet  flourishes  and  the  strains 
of  the  Russian  National  Hymn,  into  an  impressive  march, 
purely  Slavic  in  rhythm  and  color.  It  was  first  played  at  a 
concert  given  for  the  benefit  of  the  wounded  and  though  a' 
“  piece  of  occasion  ”  and  comparatively  short,  it  is  one  of 
Tchaikovsky’s  most  successful  minor  works.  It  bears  some 
relation  to  the  “1812  overture,”  but  is  a  more  enthusiastically 
patriotic  composition  than  the  latter. 
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Overture,  1812.  Op.  49 

According  to  one  of  Tchaikovsky’s  biographers,  Nicholas 
Rubinstein  in  the  spring  of  1880  suggested  to  the  composer 
that  he  should  write  a  piece  d’occasion  for  the  consecration  of 
the  Temple  of  Christ  in  Moscow.  “  In  addition  to  the  church 
festivity  Rubinstein  wished  to  organize  a  musical  one  which 
should  embody  the  history  of  the  building  of  this  temple,  that 
is  to  say,  the  events  of  the  year  1812.  Tchaikovsky’s  fantasia 
or  overture  was  to  be  performed  in  the  public  square  before 
the  cathedral  by  a  colossal  orchestra,  the  big  drums  to  be 
replaced  by  salvos  of  artillery.”  The  composition  was  finished 
in  1880,  but  no  account  is  left  of  the  proposed  startling  per¬ 
formance,  which  reminds  one  of  the  Gilmore  Jubilee  achieve¬ 
ments.  The  overture  opens  with  the  subject  of  the  old  Russian 
Hymn,  “  God,  preserve  Thy  people,”  parts  of  it  being  devel¬ 
oped  in  wood  winds,  violas,  and  ’cellos  alternately.  The 
material  is  worked  up  to  a  climax  in  full  orchestra,  followed 
by  a  more  quiet  passage.  The  main  section  of  the  overture 
follows,  representing  the  battle  of  Borodino,  in  which  the 
Russian  National  Hymn  intermingles  with  the  “Marseillaise” 
amid  peals  of  artillery.  The  movement  reaches  a  deafening 
uproar,  above  which  the  Russian  Hymn  rises  triumphant.  A 
Coda,  with  the  hymn  in  the  basses  and  peals  of  bells,  closes 
this  unique  and  somewhat  startling  work. 

The  “Overture  Triomphale”  by  Tchaikovsky,  one  of  his 
earlier  works,  foreshadows  his  “1812”  overture  by  reason  of 
his  use  of  the  Danish  National  Hymn,  much  in  the  same  man¬ 
ner  as  he  has  treated  the  “Marseillaise”  in  the  “  1812.” 
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1813-1902 
The  Manzoni  Requiem 

THE  history  of  “  The  Manzoni  Requiem  ”  is  of  more  than 
ordinary  interest.  Shortly  after  Rossini's  death,  in  1868, 
Verdi  conceived  the  idea  of  a  requiem  in  his  memory,  to  be 
written  by  many  hands,  which  should  be  performed  in  the 
cathedral  of  Bologna  on  each  centenary  of  the  composer’s  death, 
but  upon  no  other  occasion  and  at  no  other  place.  The  project 
met  with  favor.  The  work  was  laid  out  in  thirteen  numbers 
and  assigned  to  thirteen  Italian  composers,  Verdi  taking  the 
(“Libra  me”),  which  was  to  be  the  last  number  in  the  work. 
Each  of  the  composers  finished  his  task;  but  when  the  parts 
were  joined  in  a  complete  requiem  they  were  found  to  be  so 
dissimilar  in  treatment,  and  the  whole  work  so  incoherent  and 
lacking  in  symmetry  and  unity,  that  the  scheme  went  no  fur¬ 
ther.  About  this  time,  1873,  Alessandro  Manzoni,  the  founder 
of  the  romantic  school  in  Italian  literature,  died,  and  was  uni¬ 
versally  mourned  by  his  countrymen.  The  requiem  which  had 
been  intended  for  Rossini  was  now  written  by  Verdi  for  his 
friend,  the  great  Italian  patriot  and  poet.  It  was  performed 
for  the  first  time  at  Milan,  May  22,  1874,  the  anniversary  of 
Manzoni’s  death. 

The  “  Requiem  ”  opens,  after  a  few  measures  of  prelude, 
with  the  chorus  chanting  the  appeal  for  rest,  sotto  voce,  the 
effect  being  carried  as  pianissimo  as  possible  until  the  basses, 
by  an  abrupt  change  of  key,  give  out  the  theme  of  a  fugue 
(“Te  decet  Hymnus”),  written  in  pure  religious  style.  The 
introductory  (“  Requiem  ”)  is  repeated,  and  leads  to  the 
(“  Kyrie”),  the  theme  of  which  is  stated  by  the  tenor,  and  in 
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turn  taken  up  by  the  other  soloists,  the  chorus  shortly  joining, 
a  double  sextet  interwoven  with  it,  and  the  whole  closing 
pianissimo,  as  the  (“Requiem”)  opened. 

The  second  part,  the  “Dies  Irae,”  is  in  strong  contrast  with 
the  first,  and  is  more  broadly  and  dramatically  worked  up,  and 
with  freer  accompaniment.  The  opening  chorus  is  one  of 
startling  power.  The  tenors  and  basses  open  the  number, 
immediately  followed  by  the  four  parts  announcing  the  “  Day 
of  Wrath  ”  in  high,  sustained  notes,  while  the  second  sopranos, 
altos,  and  tenors  accompany  them  with  immense  sweeps  of 
sound  that  rise  and  fall  like  the  waves.  There  are  nine  numbers 
in  this  part,  the  most  effective  of  them  being  the  Adagio  trio 
(“  Quid  sum  miser”)  for  soprano,  alto,  and  tenor,  upon  which 
Verdi  has  lavished  his  melodious  inspiration.  The  trio  is  con¬ 
tinually  interwoven  with  the  chorus  shouting  fortissimo  the 
(“  Rex  tremendae  Majestatis  ”),  until  it  takes  another  form  in 
the  prayer  (“  Recordare  ”),  a  duet  for  soprano  and  alto  in 
Verdi’s  best  operatic  vein.  An  effective  tenor  solo  (“  Inge- 
misco”),  followed  by  a  solemn  and  majestic  bass  solo  (“  Con- 
futatis”),  leads  to  the  stirring  measures  of  the  “Day  of 
Wrath”  again,  and  closes  this  part  in  a  powerful  ensemble, 
both  vocal  and  dramatic. 

The  offertory  (“  Domine  Jesu”)  is  a  quartet  with  three  mo¬ 
tives  — •  the  first  Andante,  the  second  Allegro,  and  the  third 
Adagio  in  Gregorian  form,  the  three  themes  being  admirably 
worked  up  and  accompanied.  The  (“  Sanctus  ”),  the  fourth 
part  of  the  mass,  is  an  impressive  Allegro  double  chorus,  fol¬ 
lowed  by  the  (“Agnus  Dei”),  a  duet  for  soprano  and  alto 
which  is  full  of  melodious  inspiration,  illustrated  with  charming 
instrumental  color.  The  sixth  part  is  the  (“Lux  seterna”),  a 
trio  for  alto,  tenor,  and  bass  which  leads  to  the  (“Libera”), 
the  final  division  and  the  climax  of  the  work.  In  its  general 
effect  it  is  a  soprano  obligato  with  chorus.  After  a  monotone 
recitative  and  solo  the  (“Dies  Irae”)  is  repeated,  likewise  the 
(“Requiem  aeternam”),  which  forms  the  introduction  of  the 
mass,  and  the  (“Requiem”)  closes  with  a  fugue  of  majestic 
proportions,  ending  with  the  same  pianissimo  effect  which 
characterizes  the  opening  of  the  work. 
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1813-1883 
Overture  to  Rienzi 

WAGNER  completed  the  book  of  “Rienzi,”  based  upon 
Bulwer’s  novel,  in  1838,  and  began  the  music  in  the 
autumn  of  that  year.  It  was  finished  in  1839,  and  performed 
for  the  first  time  in  Dresden  in  1842.  The  overture  is  in  the 
regular  form,  for  “Rienzi”  was  written  before  Wagner  had 
taken  his  new  departure  in  music,  and  is  based  upon  some  of 
the  themes  in  the  opera.  It  opens  with  a  slow  movement, 
announced  in  trumpet  calls,  introducing  after  a  few  measures 
an  impressive  theme  in  the  strings,  Rienzi’s  Prayer  for  the 
People.  This  is  repeated  by  wood  winds  and  brasses  with 
accompaniment  in  violins  and  violas.  At  the  close  of  the  repeat 
the  main  section  begins  with  the  theme  sung  by  the  chorus  at 
the  end  of  the  first  act,  in  which  occurs  also  the  battle  hymn 
assigned  to  the  brasses  fortissimo,  and  combined  with  the  theme 
of  Rienzi’s  Prayer.  An  episode  based  on  the  theme  of  the  slow 
movement  leads  to  the  second  subject,  sung  in  the  finale  of 
the  second  act.  In  the  reprise,  the  second  subject  is  connected 
with  a  counter  theme  in  the  trombones.  A  Coda  of  most  vig¬ 
orous  intensity,  founded  on  the  battle  hymn,  closes  the  overture. 


Overture  to  The  Flying  Dutchman 

The  romantic  opera  of  “  The  Flying  Dutchman,”  conceived 
by  Wagner  during  a  storm  which  overtook  him  on  a  voyage 
from  Riga  to  Paris,  was  written  in  1841,  and  was  first  produced 
at  Dresden  in  1843.  The  overture  characterizes  the  persons 


WAGNER 


411 


and  situations  in  the  opera  and  introduces  motives  which  Wag¬ 
ner  ever  after  used  so  freely  and  so  skilfully.  It  opens  with 
the  “  Curse  weighing  upon  the  Dutchman  ”  motive,  given  out 
in  unison  by  bassoons  and  horns,  accompanied  in  the  violins 
tremolo,  picturing  waves  in  motion,  and  passages  in  violas  and 
’cellos  depicting  increasing  waves  and  the  approaching  storm, 
through  which  are  heard  suggestions  of  the  Curse  and  motive 
and  signals  of  distress.  As  the  storm  subsides  the  second 
motive  is  announced,  “  The  Message  of  the  Angel  of  Mercy,” 
personifying  Senta,  which  is  heard  in  the  opera  at  the  close 
of  each  stanza  of  Senta’s  ballad.  Impressive  passages  are 
stated  in  the  horns  and  trombones,  and  the  Curse  motive  is 
again  announced,  followed  by  the  third  motive,  “  The  Personi¬ 
fication  of  the  Dutchman.”  The  storm  rages  anew,  fortissimo, 
and  in  its  lulls  is  heard  the  jovial  Sailors’  Song  on  a  passing 
vessel.  The  storm  continues,  but  the  Senta  motive  returns  per¬ 
sistently,  alternating  with  the  Curse  motive.  Finally  ensues 
the  wreck  scene  —  then  silence. 


Overture  to  Tannhduser 

Wagner  first  conceived  the  idea  of  writing  “Tannhauser 
und  der  Sangerkrieg  auf  Wartburg”  (“Tannhauser  and  the 
Singers’  Contest  at  the  Wartburg  ”)  while  visiting  the  castle  of 
Wartburg  in  Thuringia  in  1842,  and  the  opera  was  first  pro¬ 
duced  in  Dresden  in  1845.  The  story  of  Tannhauser’s  love  for 
Elizabeth,  his  yielding  to  the  seductive  influences  of  Venus 
and  his  chanting  her  praises  in  the  singers’  contest,  his  peni¬ 
tential  pilgrimage  to  Rome  and  struggle  with  the  sirens  as  he 
returns,  and  his  final  expiation  and  pardon  by  the  side  of 
Elizabeth’s  bier,  is  a  familiar  one  to  every  concert-goer.  The 
overture  is  one  of  the  great  masterpieces  in  that  class  of  musical 
composition  and  is  here  described  in  Wagner’s  own  words: 

“  At  its  commencement  the  orchestra  rehearses  the  song  of  pil¬ 
grims,  which,  as  it  approaches,  grows  louder  and  louder,  and  at  length 
recedes.  It  is  twilight;  the  last  strain  of  the  pilgrims’  song  is 
heard.  As  night  comes  on,  magical  phenomena  present  themselves; 


418  THE  STANDARD  CONCERT  GUIDE 


a  roseate-hued  and  fragrant  mist  arises,  wafting  voluptuous  shouts 
of  joy  to  our  ears.  We  are  made  aware  of  the  dizzy  motion  of  a 
horribly  wanton  dance. 

“  These  are  the  seductive  magic  spells  of  the  Venusberg,  which  at 
the  hour  of  night  reveal  themselves  to  those  whose  breasts  are 
inflamed  with  unholy  desire.  Attracted  by  these  enticing  phe¬ 
nomena,  a  tall  and  manly  figure  approaches;  it  is  Tannhauser,  the 
Minnesinger.  Proudly  exulting,  he  trolls  forth  his  jubilant  love-song 
as  if  to  challenge  the  wanton  magic  crew  to  turn  their  attention  to 
himself.  Wild  shouts  respond  to  his  call;  the  roseate  cloud  surrounds 
him  more  closely;  its  enrapturing  fragrance  overwhelms  him  and 
intoxicates  his  brain.  Endowed  now  with  supernatural  powers  of 
vision,  he  perceives,  in  the  dim  seductive  light  spread  out  before  him, 
an  unspeakably  lovely  female  figure;  he  hears  a  voice  which,  with 
its  tremulous  sweetness,  sounds  like  the  call  of  sirens,  promising  to 
the  brave  the  fulfilment  of  his  wildest  wishes.  It  is  Venus  herself 
whom  he  sees  before  him.  Heart  and  soul  he  burns  with  desire;  hot, 
consuming  longing  inflames  the  blood  in  his  veins;  by  an  irresistible 
power  he  is  drawn  into  the  presence  of  the  goddess  and  with  the 
highest  rapture  raises  his  song  in  her  praise.  As  if  in  response  to 
his  magic  call,  the  wonder  of  the  Venusberg  is  revealed  to  him  in  its 
fullest  brightness;  boisterous  shouts  of  wild  delight  re-echo  on  every 
side;  Bacchantes  rush  hither  and  thither  in  their  drunken  revels, 
and,  dragging  Tannhauser  into  their  giddy  dance,  deliver  him  over  to 
the  love-warm  arms  of  the  goddess,  who,  passionately  embracing  him, 
carries  him  off,  drunken  with  joy,  to  the  unapproachable  depths  of 
her  invisible  kingdom.  The  wild  throng  then  disperses  and  their 
commotion  ceases.  A  voluptuous,  plaintive  whirring  alone  now  stirs 
the  air,  and  a  horrible  murmur  pervades  the  spot  where  the  enrap¬ 
turing  profane  magic  spell  had  shown  itself,  and  which  now  again  is 
overshadowed  by  darkness.  Day  at  length  begins  to  dawn,  and  the 
song  of  the  returning  pilgrims  is  heard  in  the  distance.  As  their 
song  draws  nearer,  and  day  succeeds  to  night,  that  whirring  and 
murmuring  in  the  air,  which  but  just  now  sounded  to  us  like  the 
horrible  wail  of  the  damned,  gives  way  to  more  joyful  strains,  till 
at  last,  when  the  sun  has  risen  in  all  its  splendor,  and  the  pilgrims’ 
song  with  mighty  inspiration  proclaims  to  the  world  and  to  all  that  is 
and  lives  salvation  won,  its  surging  sound  swells  into  a  rapturous 
torrent  of  sublime  ecstasy.  This  divine  song  represents  tb  us  the 
shout  of  joy  at  his  release  from  the  curse  of  the  unholiness  of  the 
Venusberg.  Thus  all  the  pulses  of  life  palpitate  and  leap  for  joy  in 
this  song  of  deliverance;  and  the  two  divided  elements,  spirit  and 
mind,  God  and  nature,  embrace  each  other  in  the  holy  uniting  Kiss 
of  Love.” 


WAGNER 


413 


Prelude  to  Lohengrin 

The  romantic  opera  of  “Lohengrin”  was  written  in  1849 
and  first  performed  at  Weimar  in  1850,  under  Liszt’s  direction. 
The  story  of  Lohengrin  and  Elsa,  of  Ortrud  and  Telramund, 
of  the  Swan  boat  and  Elsa’s  death,  does  not  need  retelling  for 
any  concert-goer.  The  prelude  to  the  opera  takes  for  its  sub¬ 
ject  the  descent  of  the  Holy  Grail,  the  mysterious  symbol  of 
the  Christian  faith,  and  the  Grail  motive  is  the  key  to  the  whole 
composition.  This  mysterious  motive  is  developed  in  various 
groups  of  instruments  in  a  gradual  crescendo,  leading  to  a 
brief  decrescendo.  It  is  first  announced  in  the  far,  airy  dis¬ 
tance  in  the  violins  pianissimo,  then  passes  to  the  wood  winds, 
thence  to  the  violas,  ’cellos,  horn,  and  bassoon,  and  reaches  its 
climax  in  exultant  outbursts  in  trumpets  and  trombones,  after 
this  dying  away  gradually  and  closing  pianissimo  in  the  flute 
and  muted  violins. 


Vorspiel  to  Tristan  und  Isolde 

The  opera  of  “  Tristan  und  Isolde”  was  begun  in  1857  and 
completed  in  1859,  during  the  period  in  which  Wagner  was 
engaged  upon  his  colossal  “  Nibelung  Trilogy,”  and  was  first 
produced  in  1865  in  Munich.  It  is  peculiarly  interesting,  as 
being  the  first  opera  in  which  Wagner  broke  entirely  loose 
from  the  conventional  operatic  form.  In  a  Vorspiel  of  this 
kind,  based  entirely  upon  motives  and  their  development,  mu¬ 
sical  analysis  without  frequent  use  of  notation  would  be  of 
little  service.  The  recital  of  the  themes  must  tell  its  contents. 
These  begin  with  the  “  Love  Confession,”  always  followed  by 
the  motive  of  “  Desire.”  After  their  repetition  the  theme  of 
the  “Glance”  follows,  which  explains  its  own  meaning,  and 
after  its  development  in  various  forms  occur  the  motives  of  the 
“  Love  Philtre  ”  and  “  Death  Potion,”  the  one  extremely  pas¬ 
sionate,  the  other  sombre  and  mysterious.  These  are  followed 
by  a  motive  growing  out  of  the  “  Glance,”  and  an  overpower- 
ingly  passionate  crescendo,  after  which  the  motive  “  Deliver- 
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ance  by  Death/’  with  its  development,  closes  the  Vorspiel.  In 
the  concert-room  the  Vorspiel  is  usually  coupled  with  the 
“Liebes-Tod”  (“Love  Death”),  the  closing  scene  in  which 
Isolde  apostrophizes  the  dead  body  of  her  lover. 


Vorspiel  to  Die  Meister singer 

“  Die  Meistersinger,”  Wagner’s  only  comic  opera,  occupied 
the  attention  of  the  composer  at  intervals  during  twenty  years. 
In  w^as  finished  in  1867,  and  was  first  produced  at  Munich  in 
1868  under  the  direction  of  Hans  von  Biilow.  The  story  con¬ 
cerns  the  love  of  Walther,  a  noble  young  knight,  and  Eva, 
daughter  of  Pogner,  a  wealthy  goldsmith,  his  entering  the 
lists  to  become  a  Mastersinger,  which  he  must  do  to  win  her 
hand,  and  which  he  accomplishes  with  the  help  of  Hans  Sachs, 
by  outdoing  Beckmesser  with  his  beautiful  “  Prize  Song.”  It 
is  clearly  apparent  both  from  the  music  and  the  text  that  the 
opera  was  partly  intended  as  a  satire  upon  Wagner’s  critics, 
who  had  charged  that  he  was  incapable  of  melody.  It  is  easy 
to  see  that  these  critics  are  symbolized  by  the  pedantic  Beck¬ 
messer  and  that  in  Walther  we  have  a  personification  of  Wagner 
himself. 

The  Vorspiel  is  composed  ,  of  some  of  the  principal  themes, 
two  of  them  symbolizing  the  corporation  of  the  Mastersingers, 
the  others  various  phases  of  the  love  of  Eva  and  Walther.  It 
opens  with  the  Mastersinger’s  motive,  a  noble  march  movement 
of  heavy  chords,  which  is  repeated.  Immediately  following  it 
a  gentle  motive,  “Waking  Love,”  occurs.  This  leads  to  a  sec¬ 
ond  Mastersinger  motive,  another  march  rhythm  known  as  the 
“Banner”  motive,  from  the  banner  carried  by  the  .Master- 
singers  upon  which  King  David  was  represented  playing  the 
harp.  This  is  worked  up  at  considerable  length  and  leads  by 
a  short  episode  to  another  very  melodious  motive,  called  “  Love 
Confessed,”  which  is  related  to  the  “  Prize  Song.”  It  is  fol¬ 
lowed  by  an  agitated  motive  called  “  Impatient  Ardor,”  which 
in  development  is  worked  up  with  a  counter  theme  from  the 
singing  contest.  In  the  Finale  the  “  Mastersingers,”  “  Banner,” 
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and  “  Love  Confessed  ”  motives  are  ingeniously  woven  together 
by  various  groups  of  instruments,  the  rest  of  the  orchestra  sup¬ 
plying  most  ornate  elaboration,  the  whole  coming  to  an  impos¬ 
ing  climax,  which  closes  the  Vorspiel. 


The  Nibelung  Trilogy  Preludes 

The  “Nibelung  Trilogy”  consists  of  the  introduction 
(“Rheingold”)  and  the  music-dramas,  (“Die  Walkiire,” 
“  Siegfried,”  and  “  Die  Gotterdammerung.”)  The  dramatic 
poems  were  written  as  early  as  1852.  The  music  to  “  Rhein¬ 
gold  ”  and  “Die  Walkiire”  was  composed  between  1852  and 
1856 ;  that  of  “  Siegfried,”  begun  in  1856,  was  not  finished  until 
1869;  that  of  “Die  Gotterdammerung”  between  1867  and 
1876,  in  which  latter  year  the  entire  Trilogy  was  performed  at 
Baireuth. 

The  prelude  to  “  Rheingold  ”  consists  of  a  single  chord  varied 
with  masterly  skill,  which  fills  the  entire  prelude  and  is  con¬ 
stantly  expanded  yet  never  loses  its  character.  It  constitutes 
a  tone-picture  of  water  in  its  primeval  repose,  its  gradual  undu¬ 
lations  and  gathering  force  leading,  as  the  curtain  rises,  to  the 
opening  scene  — the  bed  of  the  Rhine  and  the  life  of  the  Rhine 
Daughters.  Though  the  movement  is  designedly  monotonous, 
such  is  the  skill  manifested  in  its  construction  that  it  never 
becomes  tedious. 

The  prelude  to  “Die  Walkiire”  is  very  brief,  and  describes 
the  rising  and  subsidence  of  a  furious  storm.  It  is  mainly  con¬ 
structed  on  a  simple  subject,  repeated  and  varied,  and  leads 
to  the  scene  where  Siegmund  suddenly  appears  in  Hunding’s 
hut. 

The  prelude  to  “  Siegfried  ”  is  constructed  upon  the  prin¬ 
cipal  themes  of  the  music-drama,  among  them  the  “Forge,”  the 
“  Ring,”  the  “  Sword,”  the  “  Dragon,”  and  other  motives  which 
are  familiar  to  opera-goers,  and  introduces  the  scene  in  Mime’s 
forge  upon  Siegfried’s  arrival,  preceded  by  his  horn  calls. 

There  is  no  regular  prelude  to  “  Die  Gotterdammerung,”  a 
prologue  taking  its  place,  which  is  divided  into  two  scenes,  that 
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of  the  Norns  weaving  the  fates  of  gods  and  men,  and 
Briinnhilde’s  farewell  to  Siegfried  as  he  sets  forth  for  new 
adventures. 


V  or  spiel  to  Parsifal 

“Parsifal,”  a  “  Biihnenweihfestspiel  ”  (“Festival  Acting 
Drama”,),  was  completed  in  1879,  and  was  first  produced  at 
Baireuth  in  1882,  seven  months  before  the  composer’s  death. 
The  subject  of  the  work  is  taken  from  the  cycle  of  the  Holy 
Grail  myths,  to  which  “  Lohengrin  ”  belongs,  and  concerns 
Parsifal,  the  King  of  the  Grail  and  father  of  Lohengrin.  Like 
Siegfried,  Parsifal  represents  free  human  nature,  and  its 
impulsive,  spontaneous  action.  He  is  styled  in  the  text  “  Der 
reine  Thor”  (“  The  guileless  Fool”),  who, bearing  out  the  old 
mythical  idea,  overcomes  the  evil  principle  and  gains  the  crown 
by  dint  of  pure  natural  impulse. 

The  Vorspiel  opens  with  the  symbolic  motive  of  the  “  Eucha¬ 
rist,”  at  first  unaccompanied,  and  then  repeated  with  arpeggio 
accompaniment.  After  a  pause  the  same  motive  reappears,  but 
in  the  minor,  followed  by  another  pause.  The  second  motive, 
the  Grail,  now  appears,  and  is  extended,  followed  by  the 
motive  of  Faith,  which  is  developed  in  an  impressive  manner, 
the  Grail  motive  occasionally  joining  it.  After  a  drum  passage, 
followed  by  a  tremolo  of  the  strings,  the  Eucharist  motive  reap¬ 
pears,  followed  by  the  Lance  motive.  After  brief  development 
the  Eucharist  motive  leads  directly  to  the  opening  scene  of 
the  dialogue  between  Gurnemanz  and  his  two  companions  of 
the  Grail. 


Eine  Faust  Overture 

“  Eine  Faust”  Overture,  written  in  1840  and  rewritten  in. 
1855,  was  originally  intended  as  the  first  movement  of  a  sym¬ 
phony  based  upon  Goethe’s  drama.  The  symphony  scheme, 
however,  was  abandoned,  Wagner  at  that  time  being  busy  with 
his  opera,  “  The  Flying  Dutchman.”  After  several  changes 
the  overture  was  published  with  its  present  title.  It  has  to  do 
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with  F  aust  alone,  before  he  has  encountered  Mephistopheles  or 
met  Marguerite.  The  following  motto  from  Goethe’s  “  Faust,” 
which  Wagner  at  one  time  used,  probably  explains  its  exact 
significance : 

“The  indwelling  spirit 

Whose  temple  is  my  heart,  who  rules  its  powers, 

Can  stir  the  bosom  to  its  lowest  depths, 

But  has  no  power  to  move  external  nature, 

And  therefore  is  existence  burdensome, 

And  death  desirable,  and  life  detested.” 

It  begins  with  a  slow  introduction,  the  opening  subject 
given  out  by  the  tuba  and  double  basses  in  unison,  accompanied 
by  pianissimo  rolls  on  the  kettle-drums.  The  ’cellos  respond 
with  a  phrase  several  times  heard  in  the  overture.  The  first 
violins  follow  with  a  new  theme,  which,  through  its  develop¬ 
ment,  leads  to  the  quick  movement,  the  first  violins  opening 
with  the  theme  last  stated,  accompanied  in  bassoon  and  horn. 
After  somewhat  complicated  development  the  second  theme,  a 
beautifully  expressive  melody,  appears  in  the  wood  winds  and 
is  developed,  and  a  short  transition  leads  to  the  free  fantasia 
based  upon  the  second  theme.  The  first  theme  returns  again 
and  is  elaborately  developed.  The  concluding  section  of  the 
overture  begins  with  the  first  theme,  fortissimo,  which  is  sub¬ 
jected  to  new  development,  and  the  overture  closes  with  a  very 
dramatic  Coda.  The  work  is  a  wonderful  picture  of  the  rest¬ 
lessness  of  the  soul,  its  aspirations,  and  its  struggles  with 
destiny. 


Siegfried  Idyl 

The  “Siegfried  Idyl”  was  written  in  1871  as  a  birthday 
gift  to  the  composer’s  wife  and  named  for  his  son,  Siegfried, 
who  was  born  while  he  was  composing  the  music.  The  the¬ 
matic  material  is  largely  drawn  from  “  Siegfried  ”  in  the 
“  Nibelung  Trilogy,”  including  the  motive  from  the  love  scene 
in  the  third  act,  phrases  from  Wotan’s  Farewell  and  Briinn- 
hilde’s  Address.  With  them  an  old  German  cradle-song  is 
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interwoven.  The  various  motives  are  worked  up  with  consum¬ 
mate  skill  and  with  as  much  care  as  if  the  Idyl  had  been  written 
for  a  large  orchestra.  The  score  calls  only  for  the  strings* 
one  flute*  one  oboe*  two  clarinets*  two  horns,  one  trumpet,  and 
one  bassoon.  The  first  performance  of  the  Idyl  was  given  upon 
the  steps  of  Villa  Triebscheu  at  Lucerne,  by  some  Zurich  musi¬ 
cians  invited  for  the  purpose,  Hans  Richter  among  them  play¬ 
ing  the  trumpet,  and  Wagner  himself  conducting  the  serenade 
to  his  wife. 


Waldweben 

“Waldweben”  (“Forest  Weaving”)  is  an  arrangement  by 
Wagner  himself  for  concert  purposes  of  fragments  of  the  sec¬ 
ond  act  of  “  Siegfried,”  describing  the  reveries  of  Siegfried 
amid  the  rustle  of  the  forest,  his  slaying  of  the  dragon,  and 
his  discovery  that  he  can  understand  what  the  birds  are  saying 
to  him  after  he  has  tasted  the  blood  of  the  monster.  It  is  one 
of  the  most  delightful  of  the  Wagner  concert  arrangements, 
though  mainly  repeating  the  music  of  the  drama  itself. 


Trdurne 

“Traume”  (“Dreams”),  a  favorite  little  number  on  con¬ 
cert-programs,  is  a  song  which  Wagner  wrote  as  “a  study  to 
*  Tristan  und  Isolde,’  ”  and  which  was  arranged  for  orchestra 
several  years  ago  by  Theodore  Thomas,  who  has  lent  it  an 
added  charm  and  effect.  The  song  is  a  miniature  impression 
of  “  Tristan  und  Isolde,”  a  mere  sketch,  yet  drawn  in  exquisite 
line  and  infused  with  dreamy  sentiment.  It  may  have  aided 
in  depicting  that  mighty  outburst  of  passion  in  the  grgat  music 
drama  of  Isolde’s  love. 


Huldigung’s  March 

“  Huldigung’s  March,”  or  “  March  of  Homage,”  was  writ¬ 
ten  in  1864  for  the  coronation  ceremony  of  Ludwig  II  of 
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Bavaria  and  was  at  first  scored  for  military  band.  Subse¬ 
quently  Wagner  began  its  arrangement  for  orchestra,  a  work 
which,  owing  to  interruptions,  was  finished  by  Raff.  The 
march  begins  with  an  introduction  in  march  time  leading  to  a 
stately  theme  in  the  wood  winds  and  horns.  This  is  followed 
by  parts  of  another  theme  in  the  violas,  ’cellos,  horns  and  bass 
clarinet,  with  sustained  harmonies  in  the  brasses.  As  the  time 
quickens,  the  trumpets  and  trombones  give  out  a  march  theme 
with  drum  rolls.  A  fortissimo  in  full  orchestra  leads  to  the 
march  proper,  which  opens  with  a  brilliant  theme  of  festal 
character  in  the  wood  winds  and  horns  with  string  accompani¬ 
ment.  After  development,  the  second  theme  is  given  out  by  the 
trombones,  and  after  fragments  of  the  first  theme,  it  returns 
with  tremendous  force  in  all  the  brasses  fortissimo  against 
rolls  of  the  drums  and  brilliant  runs  in  the  wood  winds.  The 
first  theme  now  returns  fortissimo  in  full  orchestra  and  is 
further  developed,  and  at  last,  after  a  powerful  climax,  leads 
to  a  return  of  the  opening  passage  in  the  introduction.  A  bril¬ 
liant  Coda  closes  the  march. 


The  Kaiser  March 

The  well-known  “  Kaiser  March  ”  was  written  in  honor  of 
the  German  victory  over  France  in  1870  and  was  first  played 
in  Berlin  in  1871.  It  opens  with  a  majestic  theme  in  full 
orchestra  which  is  developed  with  genuine  “  Sturm  und  Drang.” 
After  this  subsides,  the  brasses  and  kettle-drums  prepare  the 
way  for  the  second  theme  in  the  wood  winds,  which  leads  to 
the  first  phrase  of  the  Martin  Luther  Chorale,  “  Ein’  feste 
Burg,”  in  full  harmony  in  all  the  wind  instruments  against  a 
powerful  string  accompaniment.  This  material  is  next  devel¬ 
oped,  giving  a  picture  of  battle,  until  at  last  the  brasses  once 
more  sing  the  Chorale,  against  the  tumult  signifying  victory. 
A  fanfare  leads  to  the  return  of  the  first  theme  which  is  given 
out  in  full  orchestra  fortissimo.  At  the  return  of  this  theme  a 
unison  chorus  is  written,  but  it  is  rarely  sung. 
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Overture  to  Euryanthe 

WEBER’S  “Euryanthe”  was  first  performed  in  Vienna 
in  1823,  and  met  with  failure,  though  the  overture  has 
remained  popular  from  that  day  to  this.  The  story  of  the 
opera  is  concerned  with  the  love  troubles  of  Adolar  and 
Euryanthe,  and  the  intrigues  of  Lysiart  and  Eglantine  against 
them,  which  are  at  last  happily  overcome.  The  libretto  is  of 
the  most  inane  character  and  was  largely  responsible  for  failure 
of  the  opera.  The  opening  theme  of  the  overture  is  announced 
in  all  the  wood  winds,  supported  by  the  full  power  of  the 
orchestra,  after  a  brilliant  introduction,  signifying  Adolar’s 
reliance  upon  the  faithfulness  of  Euryanthe.  The  second 
theme  is  a  graceful  melody  suggesting  Adolar’s  hope  as  he 
looks  forward  to  a  meeting  with  her.  A  tutti  full  of  color  leads 
to  a  Largo  in  the  muted  violins,  accompanied  by  violas,  which 
gives  expression  to  certain  revelations  made  by  Eglantine. 
After  a  pause  on  the  last  note  of  the  Largo,  the  basses  give  out 
an  episode  which  has  no  connection  with  the  opera,  but  which 
leads  back  to  the  first  subject,  most  brilliantly  elaborated.  The 
return  of  the  second  theme  and  an  effective  Coda  close  the 
overture. 


Overture  to  Oberon 

“Oberon”  was  written  in  1826,  two  acts  of  it  in  Germany 
and  the  last  in  England.  The  story  upon  which  it  is  founded 
appears  in  a  collection  of  French  romances  under  the  title  of 
“  Huon  de  Bordeaux.”  It  is  substantially  as  follows :  Oberon, 
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the  Elfin  King,  having  quarreled  with  his  fairy  partner,  can 
never  be  reconciled  until  he  finds  two  lovers  constant  to  each 
other  under  all  circumstances.  Puck  ranges  the  world  in  quest 
of  them.  The  two  lovers  are  Sir  Huon,  a  young  knight  of 
Bordeaux,  and  Reiza,  daughter  of  the  Caliph  of  Bagdad.  The 
story  relates  their  trials  and  temptations,  through  all  of  which 
they  remain  constant,  thereby  securing  the  forgiveness  of 
Oberon.  The  overture  is  characteristic  of  the  opera  and  opens 
with  an  Adagio  sostenuto  of  fairy  music  with  the  magic  horn 
of  Oberon  summoning  the  fairies.  A  few  notes  lead  to  a 
short  passage  from  a  fairy  chorus  in  the  flute.  A  march  theme 
is  then  given  out,  played  in  the  Court  of  Charlemagne,  and 
introducing  the  hero,  which  is  twice  answered  in  the  muted 
strings.  The  fairy  music  continues  until  a  fortissimo  chord  in 
full  orchestra  leads  to  the  Allegro,  the  subject  of  which  is  taken 
from  the  quartet  in  the  opera,  “  Over  the  Dark  Blue  Waters.” 
The  horn  call  is  heard  again,  whereupon  the  clarinet  gives  out 
the  theme  of  Sir  Huon’s  song,  “From  Boyhood  trained,”  fol¬ 
lowed  by  a  passage  from  Reiza’s  magnificent  scena,  “  Ocean, 
thou  mighty  Monster,”  and  a  reference  to  the  chorus  sung  by 
the  spirits  when  they  are  directed  by  Puck  to  raise  the  storm 
which  wrecks  the  lovers’  bark.  The  conclusion  of  the  overture 
is  of  the  most  tumultuous  and  brilliant  character.  As  a  com¬ 
plete  work  it  is  one  of  the  most  remarkable  combinations  of 
fantasy  and  technical  skill  in  modern  music. 


Overture  to  Der  Freischutz 

The  opera  of  “Der  Freischutz”  was  composed  in  1819- 
1820,  and  is  specially  famous  as  purely  German  in  subject  and 
treatment.  Its  music  was  originally  connected  by  spoken  dia¬ 
logue.  The  libretto  was  written  by  Friedrich  Kind,  and  is 
based  upon  a  German  legend  by  Apel.  Max,  the  lover  of 
Agatha,  daughter  of  Kuno,  can  only  win  her  hand  by  victory 
in  a  shooting  contest.  Caspar,  also  a  lover  of  Agatha,  who 
has  sold  himself  to  the  fiend  Zamiel  for  some  unerring  bullets 
cast  under  magic  influences,  conspires  to  deliver  Max  to  the 
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fiend  instead  of  himself.  Max  loses  his  skill  in  shooting  and 
having  been  defeated  by  Kilian,  abandons  all  hope.  While 
in  this  despondent  mood,  Caspar  induces  him  to  cast  the  magic 
bullets  in  hope  of  propitiating  Zamiel.  Max  succeeds  well 
with  six  of  his  bullets  and  fires  the  seventh  at  a  dove  flying 
past.  As  he  fires,  Agatha  appears  to  him  as  the  dove,  and 
he  fancies  he  has  killed  her,  but  Zamiel  has  directed  the  shot 
to  the  heart  of  Caspar  and  claims  his  victim,  while  Max  is 
rewarded  with  the  hand  of  Agatha. 

An  impressive  Adagio  opening  of  the  overture  is  followed 
by  a  beautiful  horn  quartet,  which  does  not  appear  in  the 
opera,  and  seems  to  have  no  connection  with  it,  though  some 
have  thought  it  is  intended  to  signify  the  happiness  of  simple 
woodland  life.  It  is  followed  by  the  prelude  of  the  story, 
the  contract  between  Zamiel  and  Caspar,  described  by  tremolos 
in  the  strings,  weird  tones  in  the  clarinet,  and  drum  beats. 
This  closes  the  Adagio  and  leads  to  an  Allegro,  taken  from 
Max’s  scena,  closing  the  first  act.  Short  passage  work  follows, 
leading  to  the  episode  of  the  Incantation  music  in  full  orches¬ 
tra,  in  which  the  composer  reaches  the  supreme  height  of  wild, 
weird,  and  almost  supernatural  music.  A  beautiful  contrast 
follows  in  the  clarinet,  which  takes  up  the  aria  sung  by  Agatha 
when  she  meets  her  lover  in  the  second  act.  This  continues 
until  phrases  of  the  Incantation  music  break  in  again.  Once 
more  the  beautiful  Agatha  theme  is  introduced,  leading  to  the 
free  fantasia.  It  is  based  upon  fragments  of  the  “  Incanta¬ 
tion  ”  and  leads  to  the  third  section  of  the  overture,  which 
opens  with  the  first  theme,  followed  by  phrases  from  Max’s 
aria  in  the  first  act.  At  its  conclusion,  phrases  from  the  intro¬ 
duction  reappear,  and  a  decrescendo  leads  to  the  Coda,  which 
begins  with  an  impressive  fortissimo  chord  in  full  orchestra, 
followed  after  a  brief  transition  by  a  second.  A  short  pause 
ensues,  after  which  the  full  orchestra  sings  a  phrase  from  the 
superb  Agatha  aria.  The  development  of  the  second  theme 
rises  to  a  climax,  which  closes  the  overture. 
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Overture  to <  Abu  Hassan 

The  one-act  opera  of  “  Abu  Hassan,”  the  text  written  by 
Franz  Heimer,  was  finished  in  1811,  and  was  first  produced  in 
the  same  year  at  Munich.  The  story  is  based  upon  a  well-known 
tale  in  the  “  Arabian  Nights.”  The  opera  was  written  in  Weber’s 
youth,  but  is  full  of  spirit  and  delightful  melodies.  It  opens 
with  a  sprightly  theme,  pianissimo,  which,  after  development,  is 
followed  by  a  fortissimo  passage.  The  second  theme,  also  of 
a  vivacious  character,  follows,  and  in  turn  is  succeeded  by  a 
graceful  passage.  A  third  theme,  of  a  grandiose  nature,  closes 
the  opening  section,  and  is  followed  by  the  free  fantasia, 
which  leads  to  the  return  of  the  first  theme.  In  the  concluding 
section  the  first  theme  is  followed  by  the  grandiose  theme 
alluded  to  above,  and  a  brilliant,  sprightly  Coda  closes  the 
overture. 


Jubilee  Overture 

It  was  during  his  directorship  of  the  opera  at  Dresden  in 
1818  that  Weber  was  commissioned  to  compose  a  cantata  in 
honor  of  the  fiftieth  anniversary  of  the  accession  to  the  throne 
of  the  King  of  Saxony.  He  wrote  the  cantata  called  “  The 
Jubilee”  in  eleven  days,  but  owing  to  Italian  cabals  against 
him  it  was  not  performed  on  that  occasion.  When  Weber 
found  it  was  not  to  be  given,  he  wrote  the  overture  known  as 
“The  Jubilee,”  which  is  entirely  distinct  from  the  cantata. 
It  opens  with  a  bold  and  striking  Adagio,  in  which  a  passage 
for  the  basses  leads  to  the  principal  movement.  After  the 
development  of  the  first  theme,  which  is  taken  fortissimo  in 
full  orchestra,  an  episode  leads  to  the  second  theme,  a  light 
dance  rhythm.  This  theme  is  developed  at  considerable  length 
and  leads  to  the  free  fantasia.  In  the  concluding  section  the 
opening  themes  are  repeated.  After  further  development 
the  first  subject  repeats,  and  the  violins  finally  lead  to  a  vig¬ 
orous  intonation  of  the  national  anthem,  “  Heil  dir  im  Sieger- 
kranz,”  which  is  played  fortissimo  by  the  wind  instruments 
with  string  accompaniment. 
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Invitation  to  the  Dance.  Op.  65 

The  “  Invitation  to  the  Dance,”  the  most  brilliant  example 
of  dance  music  yet  written,  was  composed  by  Weber  in  1811, 
and  dedicated  to  his  wife,  Caroline.  It  opens  with  a  slow 
introduction,  the  “  Invitation,”  repeated  by  various  groups  of 
instruments,  and  leading  to  the  main  section  of  the  work, 
a  waltz  theme  of  a  most  fascinating  character.  The  second 
theme,  graceful  and  languishing  in  style,  follows,  and  after 
skilful  development  is  followed  by  an  episode  and  a  new 
theme.  This,  too,  is  fully  developed,  and  leads  to  the  third 
part,  constructed  upon  phrases  from  the  previous  theme.  A 
vivacious  Coda  is  followed,  after  a  pause,  by  the  slow  move¬ 
ment  of  the  introduction  repeated.  It  is  related  in  the  biog¬ 
raphy  of  Weber,  by  his  son,  that  while  the  composer  was 
playing  the  piano  version  of  the  “  Invitation  ”  to  his  wife,  he 
gave  her  the  following  program  of  the  piece : 

“  Bars  1-5,  first  appearance  of  the  dancers.  Bars  5-9,  the  lady’s 
evasive  reply.  Bars  9-13,  his  pressing  invitation.  Bars  13-16,  her 
consent.  Bars  17-19,  he  begins  conversation.  Bars  19-21,  her  reply. 
Bars  21-23,  speaks  with  greater  warmth.  Bars  23-25,  the  sympa¬ 
thetic  agreement.  Bars  25-27,  addresses  her  with  regard  to  the 
dance.  Bars  27-29,  her  answer.  Bars  29-31,  they  take  their  places. 
Bars  81-35,  waiting  for  the  commencement  of  the  dance.  The  conclu¬ 
sion  of  the  dance,  his  thanks,  her  reply,  and  their  retirement.” 

Fresh,  graceful,  and  spirited,  the  work  is  the  very  apotheosis 
of  the  dance.  Riehl  says  of  it:  “  It  marks  the  transition  of 
modern  dance  music.  The  waltz  had  been  previously  a  sort  of 
mere  animated  minuet,  but  Weber  threw  a  fiery  allegro  into  the 
dance.  The  world  ran  faster,  why  should  not  people  dance 
faster?  .  .  .  Weber  was  the  founder  of  the  dance  .music 
expression  of  deep  feeling,  and  of  a  school  of  which  Richard 
Strauss  afterwards  was  an  acolyte.” 


WEINGARTNER 


1868  - 

Symphony  No.  2,  in  E  Flat  Major 

1.  Lento.  Allegbo  mosso. 

2.  Allegro  giocoso. 

3.  Adagio,  ma  non  troppo,  cantablle. 

4.  Allegro  risoltjto. 

OF  the  three  symphonies  by  Felix  Weingartner,  whose 
arrangement  of  Weber’s  “Invitation  to  the  Dance”  has 
made  his  name  familiar  to  all  concert-goers,  the  second  is  more 
likely  to  be  heard  in  concerts.  The  poetic  symbolism  of  the 
work  has  been  set  forth,  as  follows,  by  the  composer: 

“  Introduction  and  First  Movement. —  Dawning,  conflicting  emotions 
of  the  youthful  soul;  appearance  of  an  ideal,  which  is  diligently  pur¬ 
sued  in  devious  ways. 

“Second  Movement. —  Unbounded  enjoyment  of  life  —  in  Nature  — 
amongst  people  —  playing  with  the  images  of  phantasy  —  humor. 

“  Third  Movement. —  Entrance  of  the  beautiful  into  the  life  of  the 
youth,  and  a  complete,  enthusiastic  surrender  thereto. 

“  Fourth  Movement. —  A  more  mature  advance  upon  the  path  taken; 
new  experiences,  backward  glances  over  the  past,  joyful  confidence 
of  attaining  the  ideal.  The  beautiful  triumphs  over  all  other  desires 
and  becomes  the  guiding  star  of  life.  (Observe  the  employment  of 
the  theme  of  the  Adagio  in  the  Finale.)  ” 

The  first  movement  opens  with  an  introduction  suggesting 
the  first  theme,  which  appears  in  the  first  and  second  violins, 
with  a  tremolo  effect  in  the  violas  and  ’cellos.  Development 
brings  this  to  a  climax,  followed  by  a  passage  in  imitation, 
which  is  held  in  the  first  violins  until  the  second  theme  is 
given  out  in  the  flutes  and  oboes  with  a  counter  melody  in  the 
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bassoons.  After  repetition,  the  first  violins  have  another 
counter  melody.  A  long  crescendo  leads  up  to  the  second  theme 
in  full  orchestra.  The  climax  subsides  and  the  free  fantasia 
begins  with  the  first  theme  in  the  clarinet,  with  a  phrase  in 
the  first  horn,  accompanied  by  a  tremolo  in  the  strings.  The 
theme  is  then  taken  by  the  oboe  and  again  by  the  flutes,  oboes, 
and  clarinets.  The  free  fantasia  ends  in  a  climax  in  full 
orchestra,  followed  by  a  repetition  of  the  introduction.  In 
the  recapitulation  another  climax  occurs  in  the  second  theme 
with  the  first  theme  in  the  strings  and  brasses,  a  brilliant 
Coda  ending  the  movement. 

The  opening  theme  of  the  second  movement  is  stated  in  the 
violins  and  is  brilliantly  worked  up.  The  second  theme  is 
given  out  by  the  oboe,  clarinet  and  violas,  with  accompaniment 
in  the  flutes  and  clarinets,  after  which  the  first  theme  appears 
in  the  first  violins  against  the  second  theme  in  the  horns.  The 
theme  of  the  third  section  appears  in  unison  in  the  basses  and 
’cellos,  reinforced  by  the  bassoons.  After  development,  the 
first  part  is  repeated.  In  the  Coda,  all  the  themes  of  the 
movement  are  worked  up  together,  leading  to  a  full  orchestral 
climax. 

The  third  movement  begins  with  an  introductory  phrase  in 
the  clarinets  and  bassoons,  after  which  the  first  theme  is 
stated  in  the  strings  in  harmony.  This  is  repeated  with  a  coun¬ 
ter  melody  for  first  violin  solo,  which  leads  to  the  second  theme 
in  the  clarinets  and  bassoons,  which  is  also  repeated  and  fol¬ 
lowed  by  a  variation  of  the  first  theme.  The  second  theme 
is  repeated  by  the  brasses,  led  by  the  trumpet,  and  reaches  a 
full  orchestral  climax,  closing  with  the  first  theme  in  full 
orchestra.  A  Coda  built  on  the  second  theme  closes  the  move¬ 
ment  fortissimo. 

The  final  movement  presents  an  introduction,  based  upon 
the  first  theme  of  the  first  movement.  The  movement  proper 
begins  with  a  theme  in  the  ’cellos  accompanied  by  the  brasses, 
then  taken  up  in  the  violas  with  counter  melody  in  the  ’cellos. 
A  fortissimo  climax  is  at  last  reached.  The  second  theme  is 
given  out  in  the  bassoons,  with  pizzicato  accompaniment  in  the 
basses  and  ’cellos.  After  this  is  worked  up,  the  first  theme  of 
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the  second  movement  reappears  in  the  oboe,  clarinets,  and 
violas,  and  is  further  worked  up.  The  second  theme  recurs 
in  the  wood  winds  and  brasses  and  after  another  climax,  the 
first  is  restated.  After  development,  a  brilliant  Coda,  based  on 
themes  in  the  various  movements,  brings  the  symphony  to  a 
close,  with  a  tremendous  climax  in  full  orchestra. 


WOLF 


1860-1903 


Symphonic  Poem ,  Penthesilea 


OLF’S  symphonic  poem,  “  Penthesilea/’  based  upon 


VV  Kleist’s  tragedy  of  that  name,  was  written  in  1883. 
The  opening  movement  describes  the  preparations  for  a  cam¬ 
paign,  with  Penthesilea,  the  Amazon,  in  command,  as  indicated 
by  a  motive  suggesting  her  personality.  It  is  styled  in  the 
score,  “  The  Departure  of  Amazons  for  Troy.”  As  she  takes 
the  lead,  a  march  theme  introduced  by  trumpet  flourishes  is 
heard.  After  a  contrasting  passage  the  march  is  resumed,  and 
dies  away  as  the  Amazons  enter  their  encampment.  The  sec¬ 
ond  movement,  “  Pentliesilea’s  Dream  of  the  Feast  of  Roses,” 
is  of  a  tranquil  nature,  the  flute,  oboe,  and  violins  singing  her 
reverie  with  viola  accompaniment.  The  reverie  grows  more 
and  more  animated  and  comes  to  its  close  with  Penthesilea’s 
awakening.  The  title  of  the  final  movement,  “  Combats,  Pas¬ 
sions,  Frenzy,  Annihilation,”  well  describes  its  musical  con¬ 
tents.  Two  motives  at  the  outset  contend  with  each  other  — 
Penthesilea’s  determination  to  conquer,  and  the  softer  yearn¬ 
ings  of  her  heart.  These,  after  development,  reach  a  climax, 
the  motive  of  yearning  last  appearing  in  the  wood  winds  and 
a  tremolo  of  the  violins.  The  desire  for  conquest  breaks  out 
again,  and  the  trombones  give  out  the  motive  of  annihilation 
over  a  different  treatment  of  the  Penthesilea  motive  in  the 
violins  and  wood  winds.  The  tumult  at  last  subsides,  and  as 
it  dies  away  an  expressive  viola  solo  indicates  the  reappearance 
of  Penthesilea  in  a  more  tranquil  mood.  After  a  short  passage 
the  orchestra  once  more  breaks  out  in  a. repetition  of  the  open¬ 
ing  phrases  and  works  up  to  a  terrific  climax,  indicating  her 
desire  for  revenge  and  destruction.  After  a  pause  the  tumult 
again  subsides,  and  the  poem  ends  with  her  death. 
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THE  ORCHESTRA 

THE  word  “  orchestra,”  which  originally  designated  the 
space  occupied  by  players,  has  come  to  signify  the 
players  themselves,  wdien  combined  for  the  production  of 
operas  or  of  such  large  works  as  are  described  in  this  volume. 
The  old  orchestras,  which  were  much  smaller  than  those 
of  the  present  time,  comprised  the  string  quintet  (first  violins, 
second  violins,  violas,  violoncellos,  and  double  basses ,  flutes, 
oboes,  clarinets,  bassoons,  horns,  trumpets,  kettle-drums,  and 
sometimes  trombones).  In  the  modern  orchestras  the  follow¬ 
ing  instruments  are  also  included:  English  horn,  bass  clar¬ 
inet,  double  bassoon,  tuba,  harp,  bass  and  snare  drums,  cym¬ 
bals,  triangle,  castanets,  carillons,  gong  and  xylophone;  and 
sometimes  the  string  sections  are  greatly  strengthened  to  allow 
of  subdivision. 

The  modern  orchestra  is  divided  into  these  four  families 
or  sections :  strings,  wood  winds,  brasses,  and  percussion  instru¬ 
ments,  or  “the  battery.”  The  string  section  includes  first 
violins,  second  violins,  violas,  violoncellos,  and  double  basses, 
which  correspond  to  the  tones  of  the  human  voice  as  follows: 
first  violins,  soprano;  second  violins,  alto;  violas,  tenor ;  violon¬ 
cellos,  barytone ;  and  double  basses,  bass. 

The  wood-wind  section  includes  clarinets,  flutes,  oboes,  bas¬ 
soons  (these  played  in  pairs),  bass  clarinets,  double  bassoons, 
English  horns,  and  piccolos. 

The  brass  section  includes  horns  (usually  called  French 
horn),  trumpets  (or  their  substitutes,  cornets),  trombones, 
tubas,  and  bass  tuba.  The  percussion  instruments  are  the 
kettle-drums,  or  tympani,  bass  and  snare  drums,  triangle, 
cymbals,  tambourine,  castanets,  carillons,  xylophone,  and  gong. 
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The  harp,  though  one  of  the  most  ancient  of  instruments,  be¬ 
longs  to  no  family.  It  is  a  comparatively  recent  addition  to  the 
orchestra  and  might  be  called  the  hermit  thrush  of  the  harmoni¬ 
ous  aggregation. 

The  violins  are  divided  into  firsts  and  seconds,  the  seconds 
only  differing  from  the  first  in  that  they  are  employed  to  fill 
out  the  harmony  by  supplying  the  alto  voice.  The  violin  is 
familiar  to  every  one.  It  has  four  strings  raised  above  the 
belly  of  the  instrument  by  means  of  a  bridge,  and  changes  of 
pitch  are  effected  by  stopping  the  strings  with  the  fingers,  thus 
shortening  them.  In  addition  to  its  natural  tones,  caysed  by 
pressure,  it  is  capable  of  sweet,  flute-like  over-tones,  called 
“  harmonics,”  produced  by  the  player  touching  the  strings  at 
certain  points.  Pizzicato  tones  are  made  by  plucking  the 
strings  with  the  fingers,  and  the  softer  tones  by  affixing  an 
appliance  called  the  “  Sordino,”  or  “  mute,”  to  the  bridge. 
The  viola  is  only  a  larger  form  of  the  violin,  tuned  a  fifth  lower, 
which  fills  in  the  harmony  with  a  deeper  tone,  corresponding 
to  the  tenor  voice.  The  violoncello,  commonly  abbreviated  into 
’cello,  is  the  barytone  of  the  string  family.  It  is  usually  cou¬ 
pled  with  the  double  basses  as  a  reinforcement,  but  often  has 
important  solo  work  assigned  to  it.  It  has  a  very  sympathetic 
and  almost  human  quality  of  tone,  as  deep  as  that  of  the  dou¬ 
ble  bass,  as  sombre  as  that  of  the  viola,  and  as  rich  as  that  of 
the  violin.  It  is  the  most  satisfying  singer  in  the  orchestra. 
The  double  bass,  or  contra  bass,  or  in  vulgar  parlance  the  “  bull 
fiddle,”  is  really  the  bass  singer  of  the  whole  orchestra,  though 
not  so  boisterous  as  some  of  its  bass  companions  in  other  sec¬ 
tions.  It  has  a  deep,  broad,  rich  tone,  and  is  even  capable  of 
producing  beautiful  harmonics.  Its  pizzicatos  also  are  impres¬ 
sive,  but  the  mute  is  not  usually  employed. 

In  the  wood-wind  section,  the  clarinet,  one  of  the  oldest 
of  instruments,  holds  first  place  by  virtue  of  its  tone  and  the 
demands  composers  make  upon  it.  Unlike  the  oboe,  English 
horn,  and  bassoon,  it  is  played  with'  a  single  reed.  It  is  the 
richest  in  tone  of  all  the  wood  winds.  Its  lower  tones  are 
somewhat  coarse  and  hollow,  but  the  others  are  warm,  bril¬ 
liant,  and  powerful,  and  it  almost  equals  the  flute  in  ornate 
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and  rapid  facility.  The  bass  clarinet  is  an  octave  deeper  and 
is  of  different  shape,  having  a  bell  mouth.  The  clarinet  and 
bassoon  are  the  real  wood-wind  foundation.  Every  one  knows 
the  flute,  oldest  and  most  bird-like  of  all  instruments.  It  is 
the  only  one  of  the  wood  winds  played  from  a  side  mouth- 
hole,  for  which  reason  it  is  sometimes  called  the  traverse  flute. 
The  beak  flute,  like  the  flageolet,  for  instance,  is  a  flute  with  a 
mouthpiece.  The  flute  tone  is  gentle  and  sweet,  and  the 
instrument  is  peculiarly  adapted  for  trills  and  rapid  passages. 
The  piccolo  is  only  a  small  flute  of  higher  range  and  more 
piercing  tone.  It  produces  the  highest,  shrillest,  and  most 
penetrating  tone  in  the  orchestra.  The  oboe  is  a  double  reed 
instrument.  Some  of  its  tones  are  weak  and  others  shrill  and 
nasal,  but  the  general  quality  is  plaintive  and  pastoral  and  very 
tender,  even  melancholy  when  the  subject  is  at  all  sombre. 
In  the  hands  of  an  expert  player  it  can  be  made  effective  even 
as  a  solo  instrument,  and  concertos  have  been  written  for  it. 
It  is  a  modest  little  instrument,  but  very  dignified,  for  it  gives 
out  the  A  for  the  orchestra’s  tuning.  The  English  horn, 
or  cor  anglais,  is  often  mistaken  by  those  unfamiliar  with 
instruments,  who  seek  for  it  in  the  brass  section.  It  is  all 
the  more  mystifying,  for  it  is  neither  English  nor  horn.  It  is 
the  alto  oboe,  of  deeper  tone,  a  fifth  below,  and  partakes  of 
the  oboe’s  plaintive  quality.  The  bassoon  is  not  a  dignified 
instrument  in  form  or  quality.  It  has  a  double  reed  like  the 
oboe.  Its  higher  and  medium  tones  are  not  unmusical,  when 
they  fit  into  the  general  harmony,  but  its  lower  tones  are  deep 
and  guttural  and  coarse.  It  sometimes  affects  an  air  of  dig¬ 
nity,  but  it  is  more  at  home  in  the  grotesque  and  is  usually 
played  by  elderly,  serious  persons.  As  a  solo  instrument  it 
is  uncouth  and  uncanny.  The  double  bassoon  is  an  octave 
lower.  It  is  to  the  bassoon  what  the  double  bass  is  to  the  ’cello. 

In  the  brass  section  the  French  horn  holds  the  leading 
place.  It  is  really  an  evolution  from  the  old  hunting-horn. 
It  has  a  smooth,  rich,  velvety  tone,  and  the  full  harmony 
of  a  quartet  of  horns  is  exceptionally  beautiful.  Its  “  open  ” 
tones  are  made  by  blowing  and  manipulation  of  the  lips  and 
the  “  closed  ”  tones  by  closing  the  bell  of  the  instrument  with 


432 


APPENDIX 


the  hand.  The  trumpet  is  not  often  heard  in  orchestras,  its 
place  being  taken  by  the  B  flat  cornet,  which  has  not  so  pure 
or  brilliant  a  tone  but  is  more  easily  played  and  is  extremely 
facile  in  every  kind  of  tonal  utterance.  The  cornet  is  so  well 
known  by  its  frequent  use  as  a  solo  instrument  in  bands,  big 
and  little,  that  it  needs  no  detailed  description.  The  trom¬ 
bones  usually  appear  in  triple  array,  alto,  tenor,  and  bass. 
Soprano  trombones  have  been  made,  but  they  have  not  proved 
effective.  Every  concert-goer  is  familiar  with  the  two  tubes 
sliding  in  and  out,  by  which  the  pitch  is  varied.  Its  compass 
is  a  little  more  than  two  octaves  and  in  the  hands  of  a  finished 
player  its  tone  is  majestic  and  impressive,  and  at  the  same  time 
it  is  capable  of  delicate  and  melodious  effect.  The  tuba,  which 
has  taken  the  place  of  the  ophicleide,  belongs  to  the  saxhorn 
family,  one  of  the  seven.  It  has  a  deep,  noble  tone  and  is  the 
dominating  bass  of  the  brasses. 

The  percussion  family  is  easily  distinguishable  by  its  noise, 
when  it  has  a  chance  to  make  it,  but  it  adds  rich  color  to  instru¬ 
mentation.  The  kettle-drums,  or  tympani,  ordinarily  two  in 
number,  one  high,  the  other  low,  though  sometimes  three  and 
four  are  used,  are  metal  basins  headed  with  skin.  They  are 
tuned  to  sound  certain  notes  by  the  use  of  screws  and  are  spe¬ 
cially  serviceable  in  accentuating  rhythm,  heightening  effect, 
and  adding  color.  The  bass  drum  is  used  for  certain  sonorous 
effects  and  with  its  neighbors,  the  kettle-drums,  is  happy  in 
a  thunder  storm  or  cannonading.  The  snare  drum  supplies 
the  military  features  and  aids  march  rhythm.  The  cymbals 
are  metal  disks  clashed  together  to  heighten  effect.  The  tri¬ 
angle  is  metallic,  of  the  shape  its  name  indicates,  and  is  played 
with  a  little  bar  of  the  same  metal.  The  carillons  are  small 
bars  of  steel,  which,  when  struck  with  a  mallet,  give  out  bell 
tones,  and  a  somewhat  similar  effect  is  produced  upon  strips 
of  wood  constituting  the  xylophone.  The  gong  is  used  in 
dirges  or  tragic  denouements.  The  castanets  and  tambourine 
are  instruments  for  dance-music  which  are  too  familiar  to  need 
description. 


GLOSSARY 

The  subjoined  definitions  of  the  terms  most  frequently  used 
in  this  volume  may  be  of  use  to  readers. 


Adagio,  very  slow. 

Agitato,  agitated. 

Allegretto,  somewhat  quick. 

Allegro,  a  quick,  lively  movement. 
The  term  has  various  modifi¬ 
cations. 

Andante,  slow. 

Andantino,  somewhat  slower 
than  andante. 

Appassionato,  passionate. 

Arpeggios,  broken  chords. 

Cadenza,  a  bravura  passage  at 
the  close  of  a  piece. 

Cantabile,  in  singing  style. 

Coda,  an  addition  to  a  sonata, 
symphony,  or  overture  to 
strengthen  the  movement,  and 
constructed  upon  a  preceding 
theme. 

Commodo,  in  an  easy  manner. 

Crescendo ,  gradual  increase  of 
volume  of  sound. 

Decrescendo,  gradual  decrease 
of  volume  of  sound. 

Development,  the  elaboration  of 
a  theme  or  subject  according 
to  certain  rules. 

Diminuendo,  diminution  of  the 
power  of  sound. 

Drone  bass,  a  continuous  bass  to 
a  melody,  originating  in  the 
monotonous  bass  produced  by 
the  largest  tube  of  the  bag¬ 
pipe. 

Entr’acte,  music  between  the  acts 
of  a  drama. 


Episode,  digression  from  the 
principal  subject. 

Fanfare,  a  flourish  of  trumpets. 

Feierlich,  in  a  stately  manner,  as 
befitting  a  festival. 

Figure,  a  musical  phrase  or 
motive. 

Forte,  loud. 

Fortissimo,  loudest. 

Free  fantasia,  that  part  of  a  so¬ 
nata  or  overture  in  which  the 
material  of  the  preceding  part 
is  developed  and  worked  out. 

Giocoso,  in  a  playful  manner. 

Giusto,  strict,  correct. 

Grave,  solemn  and  slow  in  move¬ 
ment. 

Imitation,  repetition  of  a  phrase 
or  subject. 

Langsam,  slowly. 

Larghetto,  slower  than  largo. 

Largo,  slow. 

Legato,  joined  together. 

Mute,  a  device  for  deadening 
sound,  placed  upon  the  bridge 
of  stringed  instruments  or  in 
the  bells  of  brass  instruments. 

Passage,  a  phrase  of  music. 

Pianissimo,  softest. 

Piano,  soft. 

Pizzicato,  the  producing  of  tone 
by  plucking  the  strings  with 
the  fingers  instead  of  using  the 
bow. 

Poco,  little. 

Presto,  fast. 
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Recapitulation,  restatement. 

Refrain,  reappearance  of  a  theme 
in  the  sonata  form. 

Replica,  repetition. 

Scherzo,  lively,  sportive  move¬ 
ment. 

Sonata,  instrumental  form,  con¬ 
sisting  of  three  or  four  move¬ 
ments,  usually  in  the  following 
order:  allegro,  adagio  or  an¬ 
dante,  scherzo  or  minuet,  finale 
or  rondo. 


Sostenuto,  sustained. 

Subject,  the  principal  idea. 

Theme,  the  principal  melody  to 
be  varied  and  developed  in  a 
sonata,  overture,  or  fugue, 
synonymous  with  “  subject.” 

Transition,  a  modulation  or 
change  of  key. 

Tremolo,  quavering  effect  of 
notes  played  with  great  ra¬ 
pidity. 

Vivace ,  lively. 
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